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EDITOR'S  NOTE.- 

)r^ ^^^^HIS  Edition  of  Bibliophile  Jacob's  ''  History  of  the  Arts  in  the 

Middle  Ages  and  the  Renaissance/'  is  founded  on  the  last 

English  Edition,  but  contains  an  additional  chapter  on  Music. 

My  work  upon  it  has  been  confined  to  reyising  the  text,  to  con- 

densing the  matter  here  and  there,  where  it  could  be  done  without 

loss,  and  to  supplying  the  few  notes  demanded,  eyen  in  a  popular  work, 

by  the  progress  made  in  the  archceology  of  the  arts  during  the  last 

twenty-fiye   years. 

^y.  A. 





PREFACE  TO  THE  SECOND  FEENXE  EDITION. 

ORE  than  twenty  years  ago  we  published,  with  the 

aid   of    our    friend   Ferdinand    Sere,    whose    loss 

we    regret,    and    with   the    co-operation   of   other 
learned  men  and  eminent  writers  and  artists,  an 

important    work    entitled    "  The    Middle    Ages 

AND  THE  Eenaissanxe."      That  work,  which  con- 

sists   of    five   large    quarto    volumes,    treated    in 

detail    the    rnanners   and    customs,    the   sciences,    the    litera- 

ture,   and    the    arts    of    those    two    great   epochs,    a   subject 

as   vast   as   it    is   interesting    and    instructive.       Thanks    to 

the  learning   it  displayed,  and    to   its  careful  execution,  it  had 

»  the    rare     good    fortune    to    attract    the    immediate    attention 

of  the  public,  and  even  now  it  maintains  the  interest  which  marked 

its  first  appearance.  It  has  taken  its  place  in  the  library  of  the  amateur, 

not  only  in  France  but  also  among  foreigners ;  it  has,  in  fact,  become 

famous. 

This  exceptional  result,  especially  as  regards  a  publication  of  such 

extent,  induces  us  to  believe  that  our  work,  thus  known  and  appreciated 

by  the  learned,  may  and  ought  henceforth  to  have  still  greater  success  by 

addressing  itself  to  a  yet  larger  number  of  readers. 

With  this  conviction  we  now  present  to  the  public  the  principal  and 

perhaps  the  most  interesting  portion  of  that  important  work,  in  a  form 

more  simple  than  it  has  yet  obtained,  which  will  bring  it  within  the  reach 
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yiii  PREFACE. 

of  many  to  Tvliom  tte  larger  Yolumes  are  unfitted.  In  '^  The  Arts  ix  the 

Middle  Ages  and  the  Rexaissaxce  '^  we  have  reunited  scattered  materials, 

we  have  ranged  them  in  their  places,  and  we  have  taken  care  to  preserve 

the  brilliant  colouring  in  which  our  work  was  first  clothed. 

All  the  Arts  are  interesting  in  themselves.  Their  productions  awaken 

attention  and  excite  curiosity.  But  here  it  is  not  one  Art  only  that  is 

treated.  We  pass  in  review  all  the  Arts,  from  the  fourth  century 

to  the  second  half  of  the  sixteenth — Architecture,  which  raised  churches 

and  abbeys,  palaces  and  public  memorials,  strong  fortresses  and  the 

ramparts  of  cities ;  Sculpture,  which  adorned  and  perfected  other  Arts 

by  its  works  in  stone,  marble,  bronze,  wood,  and  ivory ;  Painting,  which 

commenced  with  mosaic  and  enamels,  and  contributed  to  the  decoration  of 

buildings  and  to  the  embellishing  and  illuminating  of  manuscripts  before 

it  arrived  at  its  highest  point  of  perfection  with  the  Art  of  Giotto  and 

Eaj^hael,  of  Memling  and  Albert  Diirer ;  Engraving  on  wood  and  metal, 

which  is  associated  with  the  work  of  the  medallist  and  the  goldsmith ; 

and,  lastly,  after  touching  Kghtly  upon  Playing-cards  and  Mello-work, 

we  suddenly  reach  that  sublime  invention  which  was  destined  to  change 

the  face  of  the  world — namelj^.  Printing.  Such  are,  in  brief,  some  of 

the  principal  features  of  our  picture.  One  can  imagine  what  an  infinity, 

what  variety  and  richness  of  detail,   it  should  contain. 

Our  subject  presents,  at  the  same  time,  another  kind  of  interest  more 

elevated  and  not  less  alluring.  In  our  book  each  Art  appears  in  its 

different  phases  and  in  its  diversified  progress.  It  is  a  history,  not  only 

of  the  Arts,  but  of  the  epochs  in  which  they  were  develojDed  ;  for  the 

Arts,  regarded  in  their  generality,  are  the  truest  expression  of  society. 

They  speak  to  us  of  tastes,  of  ideas,  of  character  :  they  exhibit  man  in 

their  works.  Of  all  that  an  age  can  leave  to  the  future,  that  which 

represents  it  most  vividly  is  Art.  And  upon  this  idea  our  book  is  written, 

and  its  interest  is  not  confined  to  a  single  era,  but  embraces  two  very  distinct 

from  each  other.  In  the  first,  that  of  the  Middle  Ages,  which  followed 

the  invasion  of  the  Northmen,  society  was  in  a  great  measure  formed  of 

new  and  barbarous  elements,  which  Christianity  laboured  to  break  up  and 

re-fashion.  In  the  second  epoch,  on  the  contrary,  society  was  organized  and 

firmly  established ;  it  enjoyed  peace,  and  reaped  its  fruits.  The  Arts 

followed  the  same  phases.     At  first   rude  and  informal,   they  rose  slowly 
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and  by  degrees,  like  society,  out  of  chaos.  At  lengtli  they  flourished  in 

perfect  freedom,  and  progressed  with  all  the  energy  of  which  the  human 

mind  is  capable. 

During  the  Middle  Ages,  Art  generally  followed  the  inspirations  of 

that  Christian  spirit  which  presided  at  the  formation  of  tliis  new 

world.  Its  first  work  was  to  reproduce  in  an  admirable  manner  the 

religious  ideal.  Only  towards  the  end  of  the  period  in  question,  did  it 

search  for  beauty  of  form.  Tlic  Renaissance — that  is,  the  intellectual 

revolution  which,  in  the  fifteenth  and  sixteenth  centuries,  restored  among 

modern  nations  the  Literature  and  the  Arts  of  anticpiit}' — turned  Art 

into  more  sensuous  channels.  Then  the  Arts  changed  their  direction,  and 

especially  the  principal  Arts,  those  by  which  the  genius  of  man  expresses 

most  forcibly  his  ideas  and  his  feelings.  Thus,  in  the  Middle  Ages,  a 

new  style  of  architecture  sprang  up  and  rapidly  attained  the  highest 

degree  of  perfection,  the  pointed  or  Gothic  style,  of  which  our  cathedrals 

are  the  chief  examples :  at  the  Renaissance,  this  was  replaced  by  archi- 

tecture derived  from  that  of  the  Greeks  and  Romans,  and  that,  too,  produced 

admirable  works,  which,  however,  were  less  in  harmony  with  the  peculiar 

dignity  and  splendour  of  Christian  worship.  In  the  Middle  Ages,  Paint- 

ing turned  mainly  to  religious  expression ;  at  the  Renaissance,  to  the  beauty 

of  the  human  form.  Sculpture  followed  similar  phases,  and  drew  the  art 

of  Engraving  with  it. 

For  the  success  of  an  undertaking  on  so  wide  and  comprehensive  a  plan, 

it  became  necessary  to  unite  with  us  in  our  task  men  most  distinguished 

by  their  learning  and  talents:  we  are  permitted  to  cite  the  names  of 

MM.  Ernest  Breton,  Aime  ChampoUion,  Champollion-Figeac,  Pierre  Dubois, 

Duchesne,  Ferdinand  Denis,  Jacquemart,  Arch.  Jm^inal,  Jules  Labarte, 

Lassus,  Louandre,  Prosper  Merimee,  Alfred  Michiels,  Gabriel  Peignot, 

Riocreux,  De  Saulcy,  Jean  Designeur,  le  ]\Iarquis  de  Yarennes.  After  such 

a  list  we  record  our  own  name  only  to  acknowledge  that  we  have  gone 

over  and  recast  these  various  works,  and  presented  them  in  a  form  which 

gives  them  more  unity. 

Our  nimierous  illustrations  will  engage  the  eye,  while  the  text  speaks 

to  the  intelligence.  The  designs  in  chromo-lithography  are  executed  by 

M.  Kellerhoven,  who  is  so  well  known  from  his  ''  Chefs-d'oeuvre  of  the  Great 

Masters,"  ''  Lives  of  the  Saints,"  and  "  Legend  of  St.  Ursula." 



X  PREFACE, 

Xo  one  is  ignorant  of  tlie  attention  given  in  these  days  to  arcliaeology. 

Information  about  objects  of  antiquity  is  necessary  to  every  instructed 

person.  Sucb  studies  should  be  carried  far  enough  to  enable  us  to 

appreciate,  or  at  least  to  recognise,  such  examples  of  olden  time  in  Archi- 

tecture, Painting,  &c.,  as  may  present  themselves  to  our  notice.  Archaeology 

has  become  indispensable  to  a  good  education  for  the  young  of  each  sex. 

For  them  the  perusal  of  this  book  will  be  an  attractive  introduction  to  that 

knowledge  which  for  too  long  a  time  was  the  exclusive  domain  of  the 

learned. 

PAUL  LACEOIX 

(Bibliophile  Jacob). 
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FUMITUEE, 
DOMESTIC  AND  ECCLESIASTICAL. 

Simplicity  of  Furniture  among  the  Gauls  and  Franks. — Introduction  of  costly  Taste  in  Articles  of 

Furniture  of  the  Seventh  Century. — Arm-chair  of  Dagobert. — Round  Table  of  King  Arthur. — 
Influence  of  the  Crusades. — Regal  Banquet  in  the  Time  of  Charles  V. — lienches. — Sideboards. 
— Dinner  Services. — Goblets. — Drassware. — Casks. — Lighting.— Beds. — Carved  Wood  Furni- 
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Gratings  and  Iron-mountings. 

E  shall  be  readily  believed  when  we  assert 

that  the  furniture  used  by  our  remote 

ancestors,  the  Gauls,  was  of  the  most 

rude  siniplicit3\  A  people  essentially 

addicted  to  war  and  hunting — at  the 

best,  agriculturists — having  for  their 

temples  the  forests,  for  their  dwellings 

huts  formed  out  of  turf  and  thatched 

with  straw  and  branches,  woidd  naturally 

be  indifferent  to  the  form  and  description 

of  their  furniture. 

Then  succeeded  the  Eoman  Conquest. 

Originally,  and  long  subsequent  to  the  formation  of  their  warlike  republic, 

the  Eomans  had  also  lived  in  contempt  of  display,  and  even  in  ignorance  of 

the  conveniences  of  life.  But  when  they  had  subjugated  Gaul,  and  had 

carried  their  victorious  arms  to  the  confines  of  the  world,  they  by  degrees 

appropriated  whatever  the  manners  and  habits  of  the  conquered  nations 

disclosed  to  them  of  refined  luxury,  material  progress,  and  ingenious  devices 

for  comfort.  Thus  the  Eomans  brought  with  them  into  Gaul  what  they 

elsewhere  had   acquired.      Again,  when,   in   tlieir  turn,   the  semi-barbarous 
B 
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2  FURNITURE. 

hordes  of  Germany  and  of  tlie  Northern  steppes  invaded  the  Roman  Empire, 

these  new  conquerors  did  not  fail  to  accommodate  themselves  instinctively  to 

the  social  condition  of  the  vanquished. 

This,  briefl}^  stated,  is  an  explanation — we  admit,  rather  concise — of  the 
transition  connecting  the  characteristics  of  the  society  of  olden  days  with 

those  of  modern  society. 

Society  in  the  Middle  Ages — that  social  epoch  which  may  be  compared 

to  the  state  of  a  decrepid  and  worn-out  old  man,  w^ho,  after  a  long,  dull 

Fig.  I- — The  Curule  Chair  called  the  "  Fauteuil  de  Dagobert,"  in  gilt  bronze,  now  in  the  Musee  de 

Souverains.* 

torpor  awakes  to  new  life  like  an  active  and  vigorous  child — society  in  the 

Middle  Ages  inherited  much  from  preceding  times.  It  transformed,  perhaps  ; 

and  it  perfected,  rather  than  invented ;  but  it  displayed  in  its  works  a  genius 

so  peculiar  that  we  generally  recognise  in  it  a  real  creation. 

If  we  could  visit  any  royal  or  princely  abode  of  the  Merovingian  period,  we 

should  find  the  display  of  wealth  consisting  much  less  in  the  elegance  or  in 

the  originality  of  the  forms  devised  for  articles  of  furniture,  than  in  the 

*  There  is  an  electrotype  reproduction  at  South  Kensington. 
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profusion  of  precious  materials  emi)loye(l  in  tlnir  fa])rication  and  enibelli>li- 
nient.  The  time  liad  gone  by  when  tlie  earliest  tribes  of  Gauls  and  cf 

Northmen,  mIio  came  to  occupy  the  A\'est,  bad  for  their  scats  and  beds  only 
trusses  of  straw,  rush  mats,  and  bundles  of  branches,  aiirl  for  their  tables 

slabs  of  stone  or  piles  of  turf.  From  the  fifth  century  of  the  Christian  era, 
we  already  find  the  Franks  and  the  Gloths  resting  their  muscular  forms  (jn 
the  long  soft  seats  which  the  Romans  had  adopted  from  the  East,  and  which 
have  become  our  sofas  or  our  couches,  their  names  only  being  changed.  In 
front  of  them  were  arranged  low  horseshoe  tables,  at  which  the  centre  si'at 

was  reserved  for  the  most  illustrious  of  the   guests.     Couches  at   the  table 

Fig.  2. — Chair  of  the  Ninth  or  Tenth  Century,  taken  from  a  Miniature  of  that  period.     ̂ MS.  de  la  Bibl. 
Nat.  de  Paris.) 

were  soon  abandoned  by  the  Gauls  ;  benches  and  stools  were  adopted  by  those 

most  active  and  vigorous  men ;  meals  were  no  longer  eaten  reclining,  but 

sitting ;  while  the  thrones  of  kings  and  the  chairs  of  state  for  nobles  were  of 

the  richest  sumptuousness.  Thus,  for  instance,  we  find  St.  Eloi,  the  cele- 

brated worker  in  metals,  manufacturing  and  embellishing  two  state-chairs  of 

gold  for  Clotaire  and  a  throne  of  gold  for  Dagobert.  The  chair  ascribed  to 

St.  Eloi,  and  kno^NTi  as  the  Fauteuil  de  Dagobert  (Fig.  1),  is  an  antique 

curule  chair.  Originally  it  was  a  folding  one ;  the  Abbe  Suger,  in  the 

twelfth  century,  added  to  it  the  back  and  arms.  Artistic  disj^lay  was  equally 

lavished  on  the  manufactui'e  of  tables.     Historians  tell  us  that  St.  Remy,  a 
B    I 
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contemporary  of  Clovis,  had  a  silver  table  decorated  all  over  with  sacred 

subjects.  The  poet  Fortunat,  Bishop  of  Poitiers,  describes  a  table  of  the 

same  metal,  which  had  a  border  representing  a  vine  with  bunches  of  grapes. 

Coming  to  the  reign  of  Charlemagne,  we  find,  in  a  passage  in  the  writings 

of  Eginhard,  his  minister  and  historian,  that,  in  addition  to  a  golden  table 

which  this  great  monarch  possessed,  he  had  three  others  of  chased  silver ;  one 

Fig.  3.— Round  Table  of  King  Arthur  of  Brittan)-,  from  a  Miniature  of  the  Fourteenth  Centurj'.    (AIS.  de  la  Bibl 
Nat.  de  Paris.) 

decorated  with  designs  representing  the  city  of  Rome,  another  Constantinople, 

and  the  third  "  all  countries  of  the  universe." 

The  chairs  or  seats  of  the  Eomanesque  period  (Fig.  2)  exhibit  an  attempt 

to  revive  in  the  interior  of  the  buildings,  where  they  were  used,  the  archi- 

tectural style  of  contemporary  monuments.     They  were  large  and  massive. 
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and  wvYv  raised  on  clustors  of  columns  expandinj^  at  the  back  in  three  senii- 

circular  rows.  Tlie  anonymous  monk  of  Saint-GJall,  in  lils  <  Ijionlclc  written 

in  tlic  niiitli  c(>ntury,  alhidcs  to  a  «j^rand  bancjuct  at  which  the  Imsl  waii 

8C\ited  on  cushions  of  fcallicrs.  I.cgrand  d'Aussy  (ells  us,  in  his  "llisloire 

i\v  hi  Vie  Privee  des  Francais,"  that  ut  a  hiter  date — referrin;^  t<<  I  In*  rci<^n 

of  Louis  le  Gros,  in  the  beginning-  of  tlie  twelfth  century — the  quests  were 
seated,  at  ordinary  family  repasts,  on  simple  stools  ;  but  if  the  jjarty  was 

more  of  a  ceremonious  than  intimate  character,  the  talde  was  suiround<<l 

with  benches,  or  baneSy  Avhence  the  term  banquet  is  derived.  "^I'h*'  form  of 
table  was  commonly  long  and  strai<>;ht,  but  on  occasions  of  state  it  was 

semicircular,  or  like  a  horseshoe  in  form,  recalling  the  Romanes(|ue  round 

table  of  King  Arthur  (Fig.  3). 

FX^<=^  X  ̂r^.  '^'xwi^  ̂ -^c^^  ̂ z^ 
5-^;f  ̂ .*  ̂ ^.V-^Vt;-/-y-V.v«^ 

Fijj.  4.— Louis  IX.  represented  in  his  Regal  Chair,  before  a  tapestr>-  with  fleurs-de-lis,  from  a  Miniature 
of  the  Fourteenth  Century.     (MS.  de  la  Hibl.  Nat.  de  Paris.) 

The  Crusades,  bringing  together  men  of  all  the  countries  of  Euro})e  with 

the  people  of  the  East,  made  those  of  the  AVest  acquainted  with  liLxuries  and 

customs  which,  on  returning  from  their  chivalrous  expeditious,  they  did  not 

fail  to  imitate.  AVe  find  feasts  at  which  they  ate  sitting  cross-legged  on  the 

ground,  or  stretched  out  on  carpets  in  the  Oriental  fashion,  as  represented 

and  described  in  miniatures  contained  in  the  manuscripts  of  that  period. 

The  Sire  de  Joinville,  the  friend  and  historian  of  Eoids  IX.,  informs  us  that 

this  saintly  king  was  in  the  habit  of  sitting  on  a  carpet,  surrounded  by  his 

barons,  and  in  that  manner  he  dispensed  justice  ;  but  at  the  same  time  the 
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practice  of  usiug  large  chaires,  or  arm-chairs,  continued,  for  there  still  is  to 
be  seen  a  throne  in  massive  wood  belonging  to  that  period,  and  called  le 

banc  de  Jlonseigneur  Sf.  Louis,  embellished  with  carvings  representing  fanciful 

and  leo^endarv  birds  and  animals.  It  is  unnecessarv  to  add  that  the  lower 

orders  did  not  aspire  to  so  much  refinement.  In  their  abodes  the  seats  in 

use  were  settles,  chests,  or  at  best  benches,  the  supports  of  which  were,  to  a 

slight  extent,  carved. 

This  was  the  period  when  the  practice  commenced  of  covering  seats  with 

woollen  stuffs,  or  with  silk  figured  on  frames,  or  embroidered  by  hand, 

displaying  cijDhers,  emblems,  or  armorial  bearings.  From  the  East  was 

introduced  the  custom  of  hangings  for  rooms,  composed  of  glazed  leather, 

stamped  and  gilt.  These  skins  of  the  goat  or  sheep  were  called  or  hasane, 

because  plain  gilt ;  or  embossed  leather,  in  gold  colour,  was  made  from 

them.  Or  hasane  was  also  used  to  conceal  the  bare  look  of  arm-chairs. 

Towards  the  fourteenth  century  tables  of  precious  metals  disappeared,  in 

consequence  of  fashion  ruling  in  favour  of  the  stuffs  which  covered  them  ; 

tapestry,  tissues  of  gold,  and  velvets  thenceforth  formed  the  table-cloths. 

On  great  occasions,  the  place  of  the  principal  guests  was  distinguished  by  a 

canojDy,  more  or  less  rich,  erected  above  their  seats,  as  represented  in  the 

account  of  the  sumptuous  feast  given  by  King  Charles  Y.  to  the  Emperor 

Charles  of  Luxemburg,  in  the  great  hall  of  the  joalace.  M.  Freguier  thus 

describes  the  banquet  from  contemporary  documents  in  the  "  Histoire  de 
r Administration  de  la  Police  de  Paris  :  " — 

^'  The  dinner  was  served  on  a  marble  table.  The  Archbishop  of  Pheims, 
who  had  ofiiciated  that  day,  first  took  his  place  at  table.  The  Emperor  then 

sat  down,  then  the  King  of  France,  and  the  King  of  Bohemia,  the  son  of 

the  Emperor.  Above  the  seat  of  each  of  the  three  princes  was  a  separate 

canojDV  of  gold  cloth,  embroidered  all  over  with  fleurs-de-lis.  These  three 

canopies  were  surmounted  by  a  larger  one,  also  of  cloth  of  gold,  which 

covered  the  whole  extent  of  the  table,  and  was  suspended  behind  the  guests. 

After  the  King  of  Bohemia,  three  bishops  took  their  place,  but  far  removed 

from  him,  and  near  the  end  of  the  table.  Under  the  nearest  canopy  the 

Dauphin  was  seated  at  a  sej^arate  table,  with  several  princes  or  nobles  of 

the  Court  of  France  or  of  the  Emperor.  The  hall  was  adorned  with  three 

buffets,  or  dressers,  covered  with  gold  and  silver  plate  ;  these  three  dressers, 

as  well  as  the  two  large  canopies,  were  protected  by  a  railing,  to  prevent  the 

intrusion  of  the  crowds  of  people  who  had  been  permitted  to  witness  the 

magnificence  of  the  display.  Finally,  there  were  to  be  seen  five  other 

canopies,  under  which  were  assembled  princes  and  barons  round  private 

tables  ;  also  numerous  other  tables." 
It  is  noteworthv  that  from  the  time  of  St.  Louis  these  same  chairs  and 
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seats,  carv^ed,  covered  with  the  richest  stuffs,  inhiid  witli  preci(jus  stones,  and 
engraved  witli  tlio  armorial  bearings  of  great  houses,  issued  ior  the  most 

part  from  tlie  workshops  of  Parisian  artisans.  Those  artisans,  carpenters, 

manufacturers  of  coffers  and  carved  chests,  and  furniture-makers,  were  so 

celebrated  for  works  of  this  description,  that  in  inventories  and  appraisements 

of  furniture  great  care  was  taken  to  specify  tliat  such  and  such  articles 

among  them  were  of  Parisian  manufacture;  ex  opcrayio  Parisionsi  (Fig.  4). 

The  following  extract,  from  an  invoice  of  Etienne  La  Fontaine,  tlie  royal 

silversmith,  affords,  in  terms  which  require  no  comment,  an  idea  of  the 

costliness  lavished  on  the  manufacture  of  an  arni-ehair  intended  for  tlie  King 
of  France  in  1352  : — 

''  For  making  a  fauteuil  of  silver  and  of  crystal  decorated  with  precious 
stones,  delivered  to  the  said  seigneur,  of  which  the  said  seigneur  ordered  the 

said  goldsmith  to  make  the  framework,  who  ornamented  it  with  several 

crystals,  illuminated  pieces,  many  designs,  pearls,  and  other  stones  .... 

vii^  Lxxiiii"^^  (774  louis). 

Fig.  5. — Scats  from  Miniatures  of  the  Fourteenth  and  Fifteenth  Centuries. 

"  For  illuminated  pieces  placed  under  the  crystals  of  the  said  fauteuil,  of 
which  there  are  40  of  the  armorial  bearings  of  France,  01  of  the  prophets 

holding  scrolls,  112  half-length  figures  of  animals  on  gold  ground,  and  4 

large  representations  of  the  judgments  of  Solomon  ....  vi^^  -^  (620  louis). 

''  For  twelve  crj^stals  for  the  said  fauteuil,  of  which  five  are  hollow  to 

hold  the  batons,  six  flat,  and  one  round,"  &c. 
It  was  only  towards  the  commencement  of  the  fifteenth  century  that 

chairs  stuffed  with  straw  or  rushes  first  appeared ;  the}-  folded  in  the  form  of 
the  letter  X  (Fig.  5),  the  seats  and  arms  being  stuffed.  In  the  sixteenth 

century,  chairs  Avith  backs  {chaires  or  chaycres  a  dorscret),  in  carved  oak  or 

chestnut,  painted  and  gilt,  fell  into  disuse,  even  in  the  royal  castles,  as 

being  too  heavy  and  inconvenient,  and  on  account  of  their  enormous  size 

(Figs.  6  and  7). 

The  dresser,  which  has  just  been  described  as  used  at  the  grand  feast  of 
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Charles  Y.,  and  which  moreover  has  been  retained,  altered  to  a  sideboard 

with  shelves,  almost  to  our  time,  was  an  article  manufactured  much  less  for 

use  than  for  show.  It  was  upon  this  dresser — the  introduction  of  which 

does  not  appear  to  go  farther  back  than  the  twelfth  century,  and  the  name 

whereof  sufficiently  describes  its  purpose — that  there  was  displayed,  in  the 
vast  halls  of  manorial  residences,  not  only  all  the  valuable  plate  required  for 

Fig.  6. — Christine  de  Pizan,  contemporary  with  Charles  V.  and  Charles  VI.,  seated  on  a  Chair  in  caned  wood 
with  back  and  canopy,  and  tapestry  of  worsted  or  figured  silk.  The  box  or  chest  which  formed  the  writing- 
table  contained  books.     (Miniature  from  a  MS.  in  the  Burgundy  Library,  Brussels,  Fifteenth  Century.) 

the  table,  but  many  other  objects  of  goldsmith's  work  which  played  no  part 
in  the  banquet — vases  of  all  sorts,  statuettes,  figures  in  high  relief,  jewels, 

and  even  reliquaries.  In  palaces  and  mansions  the  dressers  were  of  gold, 

silver,  or  copper  gilt,  as  were  previously  the  tables.  Persons  of  inferior  rank 

had  only  wooden  tables,  but  they  were  scrupulous  in  covering  them  with 

tapestry,  embroidered  cloth,  and  fine  table-cloths.  At  one  time  the  display 
of  wealth  on  the  dressers  in  ecclesiastical  establishments  attained  to  such  a 
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point,   that  ̂ ^'o   arc  rcniliidcd,    aiiioii^-   utlur  censurcH   levelled   a^aliiKt   that 

fashionable  exhibition  ol'  vanity,  oi'  the  expostulations  oi'  Martial  d'Auver^ne, 

T 

Fig.  7-  Louise  de  Savoie,  Duchess  of  Angouleme,  mother  of  Francis  I.,  seated  in  a  high
-backed  Chair  of  carved 

wood.    (Miniature  from  a  MS.  in  the  Bibl.  Nat.  of  Paris.) 

author  of  the  historical  poem,  "  Les  Vigiles  dc  Charles  VII.,"  addressed  to 

the  bishops  on  the  subject.  One  item  significant  enough  is  mentioned  i
n 

ancient  documents ;  it  is  the  tribute  of  half  a  dozen  small  bouquets,  which 
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tlic  inhabitants  of  Chaillot  were  bound  to  tender  annually  to  the  Abbey  of 

Saint-Germain  des  Pres,  to  decorate  the  dressers  of  Messire  the  Abbot. 

More  plain,  but  also  more  useful,  were  the  ahace  and  the  credence,  other 

kinds  of  sideboards  which  generally  stood  at  a  little  distance  from  the  table ; 

on  one  of  these  were  placed  the  dishes  and  plates  for  removes,  on  the  other 

the  goblets,  glasses,  and  cups.  It  may  be  added  that  the  credence,  before 

it  was  introduced  in  the  dining-halls,  had  from  very  remote  times  been  used 
in  churches,  where  it  was  placed  near  the  altar  to  receive  the  sacred  vessels 

during  mass. 

Posidonius,  the  Stoic  philosopher,  who  wrote  about  a  hundred  years  before 

the  Christian  era,  tells  us  that,  at  the  feasts  of  the  Gauls,  a  slaA^e  used  to 
bring  to  table  an  earthenware  or  silver  jug,  filled  with  wine,  from  which 

eveiy  guest  quaffed  in  turn  and  allayed  his  thirst.  We  thus  see  the  practice 

of  using  goblets  of  silver,  as  well  as  of  earthenware,  established  among  the 

Gauls  at  a  period  we  consider  primitive.  In  truth,  those  vessels  of  silver 

were  probably  not  the  productions  of  local  industry,  but  the  spoil  which 

those  martial  tribes  had  acquired  in  their  wars  against  more  civilised  nations. 

AVith  regard  to  the  vases  of  baked  clay,  the  majority  of  those  frequentl}^ 

exhumed  from  burial-grounds  prove  how  coarse  they  were,  though  they 

seem  to  have  been  made  with  the  help  of  the  potter's  wheel,  as  among  the 
Romans.  However  that  may  be,  we  think  it  best  to  omit  the  consideration 

of  the  question  in  this  place,  and  to  resume  it  in  the  chapter  on  the  Ceramic 

Art.  But  we  must  not  forget  to  notice  the  custom  which  prevailed  among  the 

earliest  inhabitants  of  our  country,  of  offering  to  those  most  renowned  for  their 

valour  beverages  in  a  horn  of  the  urus,  which  was  either  gilt  or  ornamented 

with  bands  of  gold  or  silver.  The  uru8  was  a  species  of  ox,  now  extinct, 

which  existed  in  a  wild  state  in  the  forests  with  which  Gaul  was  then  partly 

covered.  This  horn  goblet  long  continued  to  be  the  emblem  of  the  highest 

warlike  dignity  among  the  nations  who  succeeded  the  Gauls.  William  of 

Poitiers  relates,  in  his  "  Histoire  de  Guillaume  le  Conquerant,"  that  towards 

the  end  of  the  eleventh  century  the  Duke  of  ̂ N^ormandy  still  drank  out  of 
the  horn  of  a  bull  when  he  held  his  full  court  at  Fecamp. 

Our  ancient  kings,  whose  tables  were  made  of  the  most  precious  metals, 

failed  not  also  to  display  rare  magnificence  in  the  plate  that  stood  on  them. 

Chroniclers  relate,  for  example,  that  Chilperic,  *'  on  the  pretext  of  doing 
honour  to  the  people  Avhom  he  governed,  had  a  dish  made  of  solid  gold, 

ornamented  all  over  with  precious  stones,  and  weighing  fifty  pounds;"  and 
again,  that  Lothaire  one  day  distributed  among  his  soldiers  the  fragments 

of  an  enormous  silver  basin,  on  which  was  designed  ''  the  world,  with  the 

courses  of  the  stars  and  the  j)lanets."  In  the  absence  of  any  authentic 
documents,  it  must  be  presumed  that,  in  contrast  to  this  regal  style,  or  rather 
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far  removed  tlierefroin,  the  rest  of  the  nation  scarcely  used  any  other  utensils 

hut  those  of  earthenware  or  wood,  or  else  of  iron  or  copjx'r. 

Advancin;^  in  the  course  of  centuries,  and  till  tin-  period  when  the 

progress  of  the  ceramic  art  cnahled  its  productions  at  len^xtli  to  rank  amon;^ 

articles  of  luxury,  we  tlnd  <>-old  and  silver  always  preferred  for  dinner 

services;  hut  marhle,  rock  crystal,  and  glass  appeared  in  turn,  artistically 

worked  in  a  thousand  elegant  or  singular  forms,  as  cups,  ewers,  large 

tumhlers,  gohlets,  &c.   (Fig.  ̂ )- 

To  tlie  gohlet  especially  seem  to  helong  all  honorary  privileges  in  the 

etiquette  of  the  tahle  ;  for  the  goblet,  a  sort  of  large  chalice  on  a  thin  stem, 

was  more  particularly  regarded  as  an  object  of  distinction  by  the  guests,  on 

Fig.  8. — A  State  Banquet  in  the  Fifteenth  Century,  with  the  ser\-ice  of  dishes  brought  in  and  handed  round  to  the 
sound  of  musical  instruments.     (Miniature  from  a  MS.  in  the  Bibl.  Nat.  in  Paris.) 

account  of  the  supposed  antiquity  of  its  origin.  Thus  we  see  represented 

among  the  presents  given  to  the  Abbey  of  St.  Denis  by  the  Emperor 

Charles  the  Bald  a  goblet  which  is  alleged  to  have  belonged  to  Solomon, 

"which  goblet  was  so  marvellously  wrought,  that  never  {oncques)  was  there 

in  all  the  kingdoms  of  the  world  a  work  so  delicate  (suhtHe).'' 
The  goldsmiths,  sculptors,  and  workers  in  copper  had  recourse  to  all  the 

de^-ices  of  art  and  imagination  to  embellish  goblets,  ewers,  and  salt-cellars. 
We  find  allusions,  in  the  recitals  of  chroniclers,  the  romances  of  chivalry, 

and  especially  in  old  invoices  and  inventories,  to  ewers  representing  men, 

roses,  and  dolphins  ;  to  goblets  covered  with  flowers  and  animals  ;  to  salt- 

cellars in  the  form  of  di'agons,  c^c. 
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Several  large  pieces  of  gold  plate,  discontinued  at  a  later  period,  used  then 

to  glitter  at  grand  banquets.  Especially  may  be  noted  the  portable  fountains 

raised  in  the  middle  of  the  table,  and  from  which  during  the  repast  flowed 

several  sorts  of  beverages.  Philip  the  Good,  Duke  of  Burgundy,  had  one 

in  the  form  of  a  fortress  with  towers,  from  the  summit  of  which  the  figure 

of  a  woman  pressed  out  hippocras  (spiced  wine)  from  her  bosom,  and  that 

of  a  child  sprinkled  perfumed  water. 

There  were  also  plate-holders,  large  dishes  made  to  contain  vessels,  cups, 

knives ;  comfit-boxes,  which  have  been  replaced  by  our  modern  honhonniereSy 

and  which  formerly  were  valuable  caskets  chased  and  damaskeened ;  and 

lastly,  almsboxes,  a  description  of  metal  urns,  richly  chased ;  these  were 

placed  before  the  guests  in  order  that,  according  to  an  ancient  custom,  each 

might  place  therein  some  portions  of  meat,  to  be  subsequently  distributed  to 

the  poor. 

If  we  glance  at  the  other  minor  objects  which  completed  the  table-service 

— knives,  spoons,  forks,  bottle-stands,  plate-mats,  &c. — we  shall  see  that  they 
no  less  indicate  refinement  and  luxury.  Forks,  that  now  seem  to  us  so 

indispensable,  are  mentioned  for  the  first  time  in  1379,  in  an  inventory  of 

Charles  Y.  They  had  only  two  prongs,  or  rather  two  long  sharp  points.  As 

for  knives,  which,  with  spoons,  had  to  supply  the  place  of  forks  for  the  guests 

to  eat  with,  their  antiquity  is  undoubted.  Posidonius,  whom  we  have  already 

quoted,  says,  when  speaking  of  the  Celts :  "  They  eat  in  a  very  slovenly 
manner,  and  seize  with  their  hands,  like  lions  with  their  claws,  whole  quarters 

of  meat,  which  they  tear  in  pieces  with  their  teeth.  If  they  find  a  tough 

morsel,  they  cut  it  with  a  small  knife  which  they  always  carry  in  a  sheath  at 

their  side."  Of  what  were  these  knives  made  ?  Our  author  does  not  tell 

us ;  but  we  may  assume  that  they  were  of  flint  or  of  polished  stone,  like  the 

hatchets  and  arrow-heads  so  frequently  found  where  these  ancient  people 

dwelt,  and  which  bear  testimony  to  their  industry. 

In  the  thirteenth  century  mention  is  made  of  knives,  under  the  name  of 

mensaculcB  and  artavi,  which  a  little  later  were  known  by  the  word  kenivet, 

from  which  evidently  is  derived  canif.  To  complete  this  connection,  we  may 

remark  that  it  is  to  be  gathered,  from  a  passage  by  the  same  author,  that 

the  blades  of  some  knives  of  that  period  were  made  to  fall  into  the  handle 

by  means  of  a  spring,  like  our  pocket-knives. 

Spoons,  which  necessarily  were  used  by  all  nations  as  soon  as  dishes  more 

or  less  liquid  were  introduced,  are  described  from  the  date  of  almost  our 

earliest  history.  Accordingly  we  see,  in  the  "  Life  of  St.  Padegonde,"  that 
that  princess,  who  was  constantly  engaged  in  charitable  acts,  used  a  spoon 

for  feeding  the  blind  and  the  helpless  whom  she  took  under  her  care. 

At  a  very  remote  period  we  find  in  use  turquoises,  or  nut-crackers.     Cruet- 
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stands  wore,  excepting  in  form,  very  similar  to  stands  for  two  bottles;  f(jr 

they  are  thus  described  :  "  A  kind  of  double-necked  bottle  in  divisions,  in 

which  to  phicc  two  sorts  of  liipiors  without  mixing  them."  The  plate-mats 
were  our  dessoua  dv  phtt,  made  of  wicker,  wood,  tin,  or  other  metal. 

The  manufacture  of  the  greater  number  of  these  articles,  if  intended  for 

persons  of  rank,  did  not  fail  to  engage  the  industry  of  artisans  and  the 

talent  of  artists.  S[)()ons,  forks,  nut-crackers,  cruet-stands,  sauce-boats,  &c., 

furnished  inexhaustible  subjects  for  embellishment  and  chasing ;  knife- 

handles,  made  of  iv^ory,  cedar-wood,  gold,  or  silver,  were  also  fashioned  in 
the  most  varied  forms.  Until  ceramic  art  introduced  plates  more  or  less 

costly,  they  naturally  enough  followed  the  shape  of  dishes,  which  in  fact 

they  are,  on  a  small  scide.  But  if  the  dishes  were  of  enormous  size,  the 

plates  were  always  very  small. 

If  from  the  dining-room  we  pass  to  the  kitchen,  so  as  to  form  some  idea 

of  culinary  utensils,  we  must  admit  that,  anterior  to  the  thirteenth  century, 

the  most  circumstantial  documents  are  all  but  silent  on  the  subject.  Never- 

theless, some  of  the  ancient  poets  and  early  romancers  allude  to  those  huge 

mechanical  spits  on  which,  at  one  and  the  same  time,  large  joints  of  different 

kinds,  entire  sheep,  or  long  rows  of  poultry  and  game,  could  be  roasted. 

Moreover,  we  know  that  in  palaces,  and  in  the  mansions  of  the  nobility, 

copper  cooking-utensils  possessed  real  importance,  because  the  care  and  main- 

tenance of  the  coj^per-ware  was  entrusted  to  a  person  who  bore  the  title  of 

nudgnen^  a  name  still  given  to  the  itinerant  tinker.  We  also  find  that  from 

the  twelfth  century  there  existed  the  corporation  of  braziers  (dinans),  who 

executed  historical  designs  in  relievo  by  the  use  of  the  hammer  in  beating 

out  and  embossing  copper — designs  that  would  bear  comparison  with  the 

most  elaborate  works  produced  by  the  goldsmith's  art.  Some  of  these 
artisans  obtained  such  reputation  that  their  names  have  descended  to  us. 

Jean  d'Outremeuse,  Jean  Delamare,  Gautier  de  Coux,  Lambert  Patras,  were 

among  those  who  conferred  honour  on  the  art  of  braziers'  work  {dinanderie). 
From  the  kitchen  to  the  cellar  the  distance  is  usually  but  short.  Our 

forefathers,  who  were  large  consumers,  and  in  their  way  had  a  delicate 

appreciation  of  the  juice  of  the  vine,  understood  how  to  store  the  barrels 

which  contained  their  wines  in  deep  and  spacious  vaults.  The  cooper's  art, 
when  almost  unknown  in  Italy  and  Spain,  had  existed  for  a  long  time  in 

France,  as  is  attested  by  a  passage  taken  from  the  "  ̂ Memoires  de  I'Acadeniie 

des  Inscriptions  :  "  "  We  see  by  the  text  of  the  Salic  law  that,  when  an 
estate  changed  hands,  the  new  projDrietor  gave,  in  the  first  place,  a  feast, 

and  the  guests  were  bound  to  eat,  in  the  presence  of  witnesses,  a  plate  of 

boiled  minced  meat.  It  is  remarked  in  the  *  Glossaire  de  Du  Cange  '  that, 
among  the  Saxons  and  Flemings,  the  word  hodcn  means  a  round  table  ;  because 
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the  peasantry  used  the  bottom  of  a  barrel  as  a  table.  Tacitus  saj^s  that  for 
the  first  meal  of  the  day  the  Germans  had  each  their  o^yn  table ;  that  is  to 

say,  apparently  a  full  or  empty  barrel  placed  on  end." 
A  statue  of  Charlemagne  alludes  to  hons  harih  {honos  banidos).  These 

barrels  were  made  by  skilled  coopers  (Fig.  9),  who  gaye  all  their  care  to  form 

of  stayes,  hooped  either  with  wood  or  iron,  the  casks  destined  to  hold  the  pro- 

duce of  the  yintage.  According  to  an  old  custom,  still  in  yogue  in  the  south 

of  France,  the  inside  of  the  ̂ ine-skin  used  to  be  painted  with  tar,  in  order  to 

giye  a  flayour  to  the  wine  ;  to  us  this  would  perhaps  be  nauseous,  but  at  that 

time  it  was  held  in  high  fayour.  In  alluding  to  's^dne-skins,  or  sewn  skins 
coated  with  pitch,  we  may  remark  that  they  date  from  the  earliest  historic 

Fig.  9. — A  Cooper's  Workshop,  drawn  and  engraved  in  the  Sixteenth  Century  b}-  J.  Amman. 

times.  They  are  still  employed  in  countries  where  wine  is  carried  on  pack- 
animals,  and  they  were  much  used  for  journeys.  If  a  trayeller  was  going  into 

a  country  where  he  expected  to  find  nothing  to  drink,  he  would  fasten  a 

wine- skin  on  the  crupper  of  his  horse's  saddle,  or  at  least  would  sling  a  small 
leather  wine- skin  across  his  shoulder.  Etymologists  eyen  maintain  that  from 

the  name  of  these  light  ̂ vine- skins,  out  res  lege  res,  was  deriyed  the  old  French 

word  houteille;  that  first  haying  been  designated  houchiaiix  and  houtiaux,  they 

finally  were  named  houiies  and  houtiUes.  When,  in  the  thirteenth  century, 

the  Bishop  of  Amiens  was  setting  out  for  the  wars,  the  tanners  of  his 

episcopal  town  were  bound  to  suj)ply  him  with  two  leathern  houchiaux — one 

holding  a  hogshead,  the  other  twenty-four  setters. 
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Soiiu^  aT'cluuologists  maiiitain  tliat,  when  there  had  lu'cii  a  very  abundant 

vintage,  the  wine  was  storc^d  In  hiick-huilt  cisterns,  such  as  are  still  made  in 

Normandy  for  ci(U'r ;  or  that  they  were  cut  out  of  \\\v  solid  rock,  as  we  see 

them  sometimes  in  the  south  of  1^' ranee ;  but  it  is  more  probable  that  these 
ancient  cisterns,  which  are  perhaps  of  an  earlier  date  than  the  Middle  Ages, 

were  more  especially  intended  for  the  process  of  fermentation — that  is  to  say, 

for  making  wine,  and  not  for  storing  it;  which,  indeed,  under  such  unfavour- 

able circumstances,  would  have  been  next  to  impossible. 

What  light  did  our  ancestor's  use?  History  tells  us  that  at  first  they 
used  lamps  with  stands,  and  hanging  lamps,  in  imitation  of  the  Komans  ; 

Fig^s.  10  and  ii. — Hanging  Lamps  of  the  Ninth  Centur}-,  from  Miniatures  in  the  Bible  ot  Charles 
the  Bald.     (Bibl.  Nat.  de  Paris.) 

which,  however,  must  not  lead  us  to  th.e  conclusion  that,  even  in  the  remotest 

times  of  our  annals,  the  use  of  fat  and  wax  for  such  purposes  was  absolutely 

unknown.  This  fact  is  the  less  doubtful  because,  from  the  time  when  trade 

corporations  were  formed,  we  find  the  makers  of  candles  and  wax-chandlers 

of  Paris  governed  by  certain  statutes.  xVs  for  the  lamps,  which,  as  in  ancient 

times,  were  on  stands  placed  for  this  purpose  in  the  houses,  or  were  sus- 

pended by  light  chains  (Figs.  10  and  11),  they  were  made  in  accordance  with 
the  means  of  those  for  whom  thev  were  intended,  and  were  of  baked  earth, 

iron,  brass,  and  gold  or  silver,  all  more  or  less  ornamented.  Lamps  and  can- 

dlesticks are  not  unfrequently  mentioned  in  the  inventories  of  the  ̂ liddle 

Ages.     In  the  fifteenth  and  sixteenth  centuries,  German  artisans  made  torch- 
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holders,  flambeaux,  and  chandeliers  in  copper,  wrought  and  embellished  with 

representations  of  all  kinds  of  natural  or  fantastic  objects ;  and  in  those  days 

these  works  of  art  were  much  in  request.  The  use  of  lamps  was  all  but 

general  in  the  early  days  of  the  monarchy ;  but  as  the  somewhat  dim  and 

smoky  flame  which  they  furnished  did  not  give  sufficient  brilliancy  to  the 

Fig.  12.— Bed  furnished  with  Canopy  and  Curtains,  from  a  Miniature  at  the  end  of  the  Fourteenth  Century. 
(MS.  de  la  Bibl.  Nat.  de  Paris.) 

entertainments  and  solemn  assemblies  held  in  the  evening,  it  became  an 

established  custom  to  add  to  these  lamps  the  Kght  of  resinous  torches,  which 

serfs  held  in  their  hands.  The  tragic  episode  of  the  Ballet  des  Ardents,  as 

told  by  Froissart — which  we  shall  hereafter  relate  in  the  chapter  on  Playing 

Cards — shows  that  this  custom,  which  we  already  see  alluded  to  in  Gregoire 
de  Tours,  our  earliest  historian,  was  in  fashion  until  the  reign  of  Charles  YI. 
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In  siil)ju<^'atiii<>-  tlii'  I^asf,  tlic  Uoniaiis  assuincd  and  brou^lit  Ijack  with 
them  extreme  notions  of  luxury  and  indolence.  Previously  their  bedsteads 

were  of  planks,  covered  with  straw,  moss,  or  diird  leaves.  They  borrowed 

from  Asia  those  large  carved  bedsteads,  gilt  and  plated  with  ivory,  whereon 

were  piled  cushions  of  wool  and  IVathei's,  witli  countcipancs  of  tlic  nio<t 
beautiful  furs  and  of  the  richest  materials. 

These  customs,  like  many  others,  were  handtd  (low  n  IVom  the  iJonians  to 

the  Gauls,  and  from  the  Gauls  to  the  Franks.  "Willi  the  exception  oi"  bed- 
linen,  which  came  into  use  much  later,  we  find  from  the  time  of  our  carlicNt 

kings  the  various  sleeping  appliances  nearly  as  they  are  now  —  the  pillow 

{auricula re),  the  foot-coverlet  (/ora/r),  the  counterpane  (culcifa),  &c.  No 

mention,  however,  is  made  of  curtains  (or  court i)ir.s). 

At  a  later  period,  while  still  retaining  their  primitive  furniture,  bedsteads 

vary  in  their  shapes  and  dimensions:  those  of  the  poor  and  of  the  monks  are 

narrow  and  homely;  among  kings  and  nobles  they,  in  process  of  time,  became 

veritable  examples  of  the  joiner's  work,  and  were  only  to  be  reached  by  the  aid 
of  stools,  or  even  steps  (Fig.  12).  The  guest  at  a  chateau  could  not  receive 

any  greater  honour  than  to  occupy  the  same  bed  as  the  lord  of  the  manor  ;  and 

the  dogs  by  whom  the  seigneurs — all  great  sportsmen — were  constantly  sur- 

rounded had  the  privilege  of  reposing  where  their  masters  slept.  Hence  we 

recognise  the  object  of  these  gigantic  bedsteads,  which  were  sometimes  twelve 

feet  in  width.  If  we  are  to  believe  the  chronicles,  the  pillows  were  perfumed 

with  essences  and  odoriferous  waters ;  this  we  can  understand  to  have  been  by 

no  means  a  useless  precaution.  AVe  see,  in  the  sixteenth  century,  Francis  I. 

testifying  his  great  regard  for  Admiral  Bonnivet  by  occasionally  admitting 
him  to  share  his  bed. 

Ha\ing  completed  our  review  of  furniture  properly  so  called,  we  have 

now  to  treat  of  what  may  be  termed  highly  artistic  articles  of  furniture — that 

is,  those  on  which  the  wood- workers  exercised  their  highest  talents — elevated 

seats  of  honour,  chairs  and  arm-chairs,  benches  and  tressels  ;  all  of  which 

were  frequently  ornamented  with  figures  in  relief,  very  elaborately  sculptured 

with  a  knife  (canirct)  ;  the  hahuts,  a  kind  of  chest  with  either  a  flat  or  convex 

top,  resting  on  feet,  and  opening  on  the  upper  side,  whereon  were  placed 

stuffed  leather  cushions  (Fig.  13)  ;  tubs,  buft'ets,  presses,  coffers  both  large 
and  small,  chess-boards,  dice- tables,  comb-boxes,  which  have  been  superseded 

by  our  dressing-cases,  &c.  Mam'  specimens  of  these  various  kinds  of  furni- 

ture have  descended  to  our  time ;  and  they  prove  to  what  a  degree  of  perfec- 
tion and  of  elaborate  finish  the  art  of  cabinet-making  and  of  inlaying  had 

attained  in  the  Middle  Ajjes.  Elegance  and  orio^inalitv  of  design  in  iidaid 

metals,  jas23cr,  mother-of-pearl,  ivory,  carving,  various  kinds  of  veneering 

and  of  stained  wood,  are  all  found  combined  in  this  description  of  furniture  : 
c 
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some  of  whicli  was  ornamcutcd  witli   extreme  delicacy  (Plate  I.),  and  still 

remains  inimitable,  if  not  in  all  the  details  of  its  execution,  at  least  in  its  rich 
and  harmonious  effect. 

At  the  time  of  the  Renaissance,  cabinets 

with  numerous  drawers  and  in  several  compart- 
ments were  introduced.  These  were  known  in 

Germany  by  the  name  oi  artistic  cabinets 

[armoires  artistiqucs).  The  sole  object  of  the 

maker  was  to  combine  in  one  piece  of  furniture, 

under  the  pretext  of  utility,  all  the  fascination 

and  gorgeous  caprices  of  decorative  art. 
To  the  Germans  must  be  awarded  the  merit 

of  having  been  the  first  to  distinguish  them- 

selves in  the  manufacture  of  these  magnificent 

cabinets  or  presses ;  but  they  soon  found  rivals 

in  both  the  French  (Fig.  14)  and  Italians 

(Fig.  1-5),  who  proved  themselves  equally  skilful 
and  inofenious 

in  the  execu- 
tion of  this 

kind  of  manu- 
facture. 

The  art  of 

working  in 

iron,  which 

can  legiti- 
mately rank 

as  one  of  the 

most  notable 

industries  of 

the  Middle 

Ages,  soon came  to  lend 

its  aid  to  that 

of  cabinet- 

making,   both 
Fig.  13.— Chest  shaped  like  a  Bed,  standing  in  front  of  a  fireplace,  and  a  Chair 

■with  cushions  in  carved  wood,  from  miniatures  of  the  Fifteenth  Centurj'.  (Bibl. 
Ro}-.  de  Bruxelles.) 

in  embellish- 

ing and  giving  solidity  to  its  chefs-cV centre.  The  ornamentation  of  cabinets 

and  cofPers  was  remarkable  for  the  good  taste  and  the  high  finish  displayed 

in  it.  In  the  hands  of  skilful  artisans  and  unknown  artists  dating  from  the 

twelfth  to    the   sixteenth   century  iron   seemed  to  assume  great  ductility — 
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iiulood,  wo  might  siiy  unprocodcntcd  siilnnissioii.  ( )l)sciv(',  In  tlic  «;ratinj^s  of 
courtyards,  in  tlic  iron-work  of  <>ati's,  liow  liiu-s  arc  interlaced,  how  attractive 

are  designs,  liow  wrought  stems  are  delicately  Icnglhened  out,  at  once  8tron|> 
but  light,  and  how  they  expand  with  natural  grace  into  leaves,  fruits,  and 

symbolic  figures. 

Moreover,  the  workers  in  metal  did  not  confine  themselves  to  tlic  a})j)lica- 

tion  of  ircm  to  articl(\s  alrc^idy  prepai-ed  and   nianufactuicd  \^\  other  aitlsans; 

^^^l.f-\'  S,l>- 

^uy<fr: 
y'^-Ll  IJ  iLlu^l. 

"tiiiJ'l'Ji^lnii^iWj 

..11  , .»  I  .  I  ..U  :-uu...' iJ 

Fig  .  14.— Small  Cabinet  for  Jewels,  in  carved  wood,  after  the  st3le  of  Jean  Goujon,  from  the  Chateau  d'Ecouen. 
and  which  formerly  belonged  to  the  Montmorency  family.     \\.w  the  Collection  of  M.  Double.) 

they  had  also  to  originate  and  execute,  to  ornament  caskets  and  reliquaries  ; 

but  their  special  art  was  to  manufacture  bolts  (Fig.  16),  locks,  and  keys. 

Examples  of  this  kind  of  ancient  work  will  always  be  admired.  *'  Locks," 
says  M.  Jules  Labarte,  "  were  at  that  time  carried  to  such  a  degree  of 

perfection,  that  tliey  were  considered  as  veritable  objects  of  art  ;  they  were 

carried  from  place  to  place,  as  w-ould  have  been  done  with  any  other  valuable 

article  of  furniture.  Xothino-  could  be  more  artistic  than  the  figures  in 

high  relief,  the  armorial    bearings,  the    letterings,  the    ornaments,  and  the 
t    4. 
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engravings  wliicli    cmbellislied    that   portion  of   tlic   key  wliicli  tlie  figures 

grasp  (Fig.  17),  and  for  wliicli  we  have  substituted  a  common  ring." 
Glass  and  glazing  claim  particular  notice.  It  may  be  said  that  glass  was 

known  in  the  remotest  ages,  for  Phoenicia  and  ancient  Egypt  were  renowned 

for  their  innumerable  productions  in  vitrified  sand.  In  Rome  they  cast, 

cut,  and  engraved  glass — they  even  worked  it  with  the  hammer,  if  we  are  to 
believe  Suetonius,  who  relates  that  a  certain  artist  had  discovered  the  secret 

of  making  glass  malleable.  This  industrial  art,  which  extended  and  improved 

under  the  emperors,  found  its  way  to  Byzantium,  where  it  flourished  during 

several  centuries  ;  until  Venice,  claiming  as  she  then  did  a  prominent  position 

in  the  history  of  the  arts,  imported  the  process  of  the  Byzantine  method  of 

Fig.  15. — Cabinet  in  Damaskeened  Iron,  inlaid  with  gold  and  silver.    An  Italian  work  of  the  Sixteenth  Century. 

making  glass,  and  in  her  turn  excelled  in  this  manufacture.  Although 

articles  in  glass  and  crystal,  painted,  enamelled,  and  engraved,  are  frequently 

alluded  to  in  historical  and  poetical  narratives,  and  also  in  the  inventories  of 

the  Middle  Ages,  we  know  they  were  all  the  result  of  Greek  or  Venetian 

manufacture.  In  this  art  France  especially  seems  to  have  been  somewhat 

late  in  taking  her  first  artistic  step  ;  such  objects  as  were  manufactured  for 

the  use  of  the  rich  never  passed  beyond  the  limits  of  the  rudest  art.  We  should, 

however,  observe  that  France  must  have  long  been  acquainted  with  the  art  of 

glazing,  for  in  the  middle  of  the  seventh  century  we  find  St.  Benoit — called 

Biscop,  who  built  so  many  churches  and  convents  in  England — coming  to 
France  in  search  of  workmen  for  the  purpose  of  glazing  the  church  and  the 
cloisters   of    his   abbey   at    Canterbury.      And  it  is  also   mentioned  in  the 
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cliroiiiclt'S  of  tlie  ̂ '('n('nll)l('    Dcdc,  tliat    tin-    I'i(  n<li   taii;i:lit    their  art    to   tlie 
Kii^lish  ̂ la/iers. 

Towards  the  fourtooiith  century  tlic  windows  of  even  the  commonoftt 

houses  were  generally  glazed.  At  that  date  glass  manufactories  were  found 

in  ojx'ration  everywhere  ;  and  altliough  they  may  not  liave  rivalle<l  in  a 

i'(Mnarkal)]e  degree  theii"  ])r('decessors  of  llie  ̂ I(  roviugiau   jx-jIckI,  tjicy  never- 

1^  f 

,i];i  l^,,i!;|i| 

Fig.  i6. — Bolt  of  the  Sixteenth  Centun', 
with  initial  of  Henry  II. 

(In  the  Castle  of  Chenonceaux.) 

Pig.  17.— Key  of  the  Thirteenth  Centur)*,  with 
two  grotesque  figures  back  to  back. 

(Soltj  koflf  Collection.) 

theless  made  in  large  quantities  all  kinds  of  articles  ordinarily  in  use,  as  we 

can  judge  b}'  the  terms  of  a  charter,  dated  1338,  by  which  one  Guionnet,  in 

order  to  have  the  privilege  of  establishing  a  glass  factory  in  the  forest  of 

Chambarant,  was  bound  to  furnish  as  an  annual  due  to  his  seigneur,  Humbert, 

Dauphin  of  Viennois,  one  hundred  dozen  glasses  in  the  shajx*  of  a  bell, 

twelve  dozen  small  shallow  glasses,  twenty  dozen  goblets,  twelve  dozen 

amphora?,    twenty    dozen    lamps,    six   dozen   candlesticks,    one   dozen   large 
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cups,  one  large  stand    (or  ncf),    six    dozen   dislies  without  borders,    twelve 

dozen  jars,  &c. 

In  the  thirteenth  century  an  English  monk  wrote  a  treatise  on  optics,  in 

which  allusion  is  made  to  ndrrors  lined  with  lead.  Nevertheless,  mirrors  of 

silver  continued  in  u>;e  among  the  rich,  and  of  iron  and  polished  steel  by  the 

Fig,  i8. — Hand  or  Pocket  ̂ lirror  in  gold  or  rbased  silver,  from  an  engraving  bj'  Etienne  Delaulne, 
a  celebrated  French  goldsmith  and  engraver  (Sixteenth  Century). 

poorer  classes,  till  the  time  when  glass  became  less  expensive,  and  Venetian 

looking-glasses  were  introduced,  or  cleverly  imitated,  in  all  European  countries; 

metal  mirrors,  which  easily  became  dim,  and  did  not  give  the  natural  colour 

to  reflected  objects,  were  then  discontinued.  At  the  same  time  the  elegant  shape 

of  the  ancient  hand  mirrors  was  retained,  the  workers  in  gold  and  silver  still 

continuing  to   encircle  them  with  most  graceful  designs  ;  the  only  difference 



FURNITURE.  23 

boliif^  that  the  .surface  of  polisliod  steel  or  silver  was  re])laee(l  by  a  thick 

and  bri<»;ht  piece  of  A'enetiaii  {^hiss,  Koiiietiines  oniaineiited  \\'\\\\  i-cHeeted 
desi»>'iis  produced  in  \\\v  coating  of  (piicksilver  (Fij^.  IH). 

From  all  these  details,  the  reader  will  fuin  \\\\\\  ])leasure  to  ;4:ive  11 

glance  at  the  general  effect  of  furniture  in  use  for  dcjniestic  purposes ; 

and  thus  to  make  synthesis  follow  analysis.  Fig.  II),  a  reproduction, 

taken  from  the  *'  Dictionnaire  du  3Iobilier  F'rancais,"  by  M.  A'i(jllet-le-I)uc, 
represents  a  dwelling-room  of  a  rich  nobleman  in  the  fourteenth  century. 

What  we  now  designate  as  a  bedroom,  and  which  was  then  called  simply 

catnhtr  or  chamhrCj  containcnl,  besides  the  bed — which  was  very  large — a 

variety  of  other  furniture  in  use  for  the  ordinary  recpiirements  of  daily  life ; 

for  the  time  that  was  not  given  to  business,  to  outdoor  amusements,  to  state 

receptions,  and  to  meals,  was  passed,  both  by  nobles  and  citizens,  in  tliis 

room.  In  the  fourteenth  century  requirements  for  comfort  had  developed 

themselves  in  a  remarkable  degree  in  France.  To  be  convinced  of  this,  we 

have  only  to  glance  at  the  inventories,  to  read  the  romances  and  narratives  of 

the  day,  and  to  study  with  some  little  care  the  mansions  and  houses  erected  in 

the  reign  of  Charles  Y.  A  huge  chimney  admitted  many  persons  to  the  fire- 

side. Near  the  hearth  was  placed  the  chaire  (seat  of  honour)  of  the  master  or 

of  the  mistress.  The  bed,  which  usually  stood  in  a  corner,  surrounded  by 

thick  curtains,  was  effectually  screened,  and  formed  what  was  then  called  a 

cloict ;  that  is,  a  sort  of  small  room  enclosed  by  tapestry.  Xear  the  windows 

were  bancak,  or  benches  with  backs  covered  ̂ \'ith  drapery,  on  which  persons 

could  sit  and  talk,  read,  or  work,  ̂ vhile  enjoying  the  view.  A  dresser  was 

ranged  along  one  side  of  the  room,  and  on  its  shelves  were  placed  pieces  of 

valuable  plate,  dishes  for  comfits,  and  flower- vases.  Small  stools,  arm-chairs, 

and,  especially,  numerous  cushions  were  placed  here  and  there  in  the  room. 

Flemish  carpets,  and  those  which  were  called  sarra.sinois,  covered  the  floor. 

This  was  composed  of  enamelled  tiles ;  or,  in  the  northern  provinces,  of  thick 

squares  of  poKshed  oak.  These  large,  lofty,  wainscoted  rooms  always  commu- 

nicated with  private  staircases,  through  dressing-rooms  and  garc/eroba-s,  in 
which  were  located  the  domestics  in  immediate  attendance. 

Let  us  now  pass  from  domestic  furniture  to  that  used  for  ecclesiastical 

purposes. 

AVe  know  that  in  the  early  ages  of  Christianity  religious  ceremonies  were 

characterised  by  the  greatest  simplicity,  and  that  the  buildings  in  which  the 

faithful  were  wont  to  assemble  were  for  the  most  part  devoid  of  any  kind  of 

decoration.  By  degrees,  however,  rich  display  entered  into  churches,  and 

pomp  accompanied  the  exercise  of  religious  worship,  especially  at  the  period 

when  Constantine  the  Great  put  an  end  to  the  era  of  persecutions  and  pro- 

claimed himself  the  protector  of  the  new  faith.     It  is  related  that  among  the 
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rich  presents  wliicli  this  emperor  distributed  throii^lKnit  the  Christian  tenii)les 

in  Rome,  were  a  golden  cross  weighing  two  hundred  iK)unds,  patrns  of  tlie 

same  metal,  lamps  representing  animals,  itc.  At  a  later  jK^riod,  in  the 

seventh  century,  St.  10h)i,  who  was  a  celebrated  goldsmith  before  ho  became 

IJishop  of  Noyon,  gave  his  whole  mind  and  talents  to  the  manufacture  of 

church  ornaments.  Jle  enlisted  from  among  the  monks  of  the  various  monas- 

teries subject  to  his  episcopal  authority  all  those  whom  he  fancied  had  an 

aptitude  for  these  works  of  art;  he  instructed  and  directed  them  himself,  and 

made  them  excellent  artists  ;  he  transformed  entire  monasteries  into  gold 

and  silversmiths'  workshops;  and  numerous  remarkable  works  increased 
the  splendour  of  the  Merovingian  basilicas.  Such,  for  example,  were  the 

shrine  of  St.  ̂ lartin  of  Tours,  and  the  tomb  of  St.  Denis,  the  marble  roof  of 

which  was  profusely  ornamented  with  gold  and  precious  stones.  **  The 

bounty  of  Charlemagne,"  says  M.  Charles  Louandre,  *'  added  new  riches  to 
the  immense  wealth  already  accumulated  in  the  churches.  ^losaics,  sculp- 

ture, the  rarest  kinds  of  marble,  were  lavished  on  those  basilicas  for  which 

the  emperor  evinced  partiality  ;  but  all  these  treasures  were  dispersed  by  the 
Norman  invasions.  From  the  ninth  to  the  eleventh  centuries  it  would  seem 

that,  with  the  exception  of  a  few  shrines  and  crosses,  objects  employed  for 

ecclesiastical  purposes  were  not  enriched  by  the  addition  of  anything  note- 

worthy ;  at  any  rate  the  works  of  that  period  and  those  of  anterior  date  have 

not  been  handed  down  to  us,  if  we  except  some  rare  fragments.  The  reason 

is,  that,  independently  of  the  constant  causes  of  destruction,  the  furniture  of 

churches  was  renewed  towards  the  end  of  the  eleventh  century,  when  the 

edifices  themselves  were  rebuilt ;  and  it  is  only  from  the  date  of  this  mystical 

Renaissance  that  we  begin  to  find  in  the  texts  precise  indications,  and  in 

museums  or  temples  perfectly  preserved  monuments." 
Ecclesiastical  furniture  includes  altars,  altar-screens,  pulpits,  monstrances, 

chalices,  incense-burners,  candlesticks  or  lamps,  shrines,  reliquaries,  basins  for 

containing  holy  water,  and  some  other  objects  of  lesser  relative  importance, 

as  crosses,  bells,  and  banner-poles.  To  these  we  may  add  votive  offerings, 

which  were  generally  either  of  gold  or  silver. 

In  the  infancy  of  religious  worship  the  altar  took  two  distinct  shapes; 

sometimes  the  form  of  a  table,  with  a  top  of  stone,  wood,  or  metal,  supported 

by  legs  or  by  columns  ;  sometimes  it  resembled  an  ancient  tomb  or  a  long 

coffer,  narrowed  at  the  base,  and  surmounted  by  a  similar  covering,  which 

invariably  formed  the  upper  portion,  or  the  table  of  the  altar. 

In  addition  to  altars  more  or  less  monmnental  which  were  fixtures 

in  the  churches,  and  which,  from  the  earliest  period,  were  placed  under 

ciboria  (a  kind  of  dais  or  canopy  supported  by  columns),  small  portable  altars 

were  employed  in  order  to  meet  the  requirements  of  the  service.     They  were 
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intended  to  accompany  tlie  bisliops,  or  tlie  ordinary  clergy,  who  had  to 

preach  the  faith  in  countries  where  no  churches  existed.  These  altars,  which 

were  alluded  to  when  the  Christian  religion  had  made  but  slight  progress, 

were  no  longer  seen  after  it  became  general ;  but  we  again  find  them  at  the 

time  of  the  Crusades,  when  pious  pilgrims,  who  journeyed  from  place  to 

place  preaching  the  Gospel,  were  obliged  to  say  mass  in  fields  and  public 

places,  where  the  faithful  assembled  to  hear  them,  and  to  "  take  up  the  cross." 
Throughout  all  the  periods  of  the  Middle  Ages  the  ornamentation  of  the 

altar  was  everywhere  an  object  of  the  most  extraordinary  pomp  and  of  the 
most  elevated  artistic  taste.  Among  marvels  of  this  kind  we  must  name, 

as  occupying  a  leading  place,  the  gold  altar  of  St.  Ambrose,  in  Milan,  which 

dates  from  835,  and  those  of  the  cathedrals  of  Basle  and  Pistoia,  which  belong 

Fig.  20. — An  Altar-cloth  embroidered  in  silver  on  a  black  ground,  representing  the  procession  of  a  friar  of  the 
Abbey  of  St.  Victor  (Fifteenth  Centurj').     (Copied  from  the  original  belonging  to  M.  Achille  Jubinal.) 

to  the  eleventh  and  twelfth  centuries.  These  gold  hammer-wrought  altars 

were  chased  and  sometimes  enamelled,  and  in  addition  to  remarkably  well 

executed  designs  in  carved  work,  they  usually  also  had  on  them  portraits  of 
the  donors. 

The  altars  and  tabernacles  were  executed  with  an  equal  amount  of  art 

and  costliness;  and  from  the  earliest  period  of  the  fabrication  or  the 

importation  of  carpets,  embroideries,  and  gold  and  silver  fabrics,  we  see  them 

employed  for  the  purpose  of  covering,  adorning,  and  rendering  more  striking 

and  imposing  the  altar  and  its  accessories  (Fig.  20). 

The  chalice  and  the  altar- A^essels,  which  date  from  the  very  cradle  of 
Christian  worship,  since  without  these  sacred  vases  the  fundamental  services 

of  the  religion  of  Jesus  Christ  could  not  have  been  performed,  perhaps  owe 
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It  to  this  cxcoptioiial  I'mcI  11i;iI  tluv  are  not  spoken  (.!'  hciorc  the?  elcvciitli 
(•(•iiturv  (l*'i^-.  21).  In  tiiilli,  nowhciv  do  we  lind  an  indication  «.l  tlieir 

ordinary  sliape  nor  of  the  inod(>  oT  tlieir  manui'acture  in  early  times;  l)ul  it 
is  Reasonable  to  suppose  that  llie  ehalice  ori<i;inally  was  identical  witli  the 

<;ol)let  of  tlie  ancients,  as  it  was  in  times  ai)])roacliin«:;  nearei*  to  oni-  own  ;  or 

perhaps,  to  (h*tin(>  it  moiv  ])articuhirly,  was  tlie  well-known  //fiiifij)  (di-inkinj^- 

cup),  tlie  earliest  type  ol'  ̂ \hich  tradition  endeavours  to  trace  to  so  e;irl\-  a 
date.  At  a  later  period,  and  until  tlie  time  when  the  artists  of  the  Uenais- 

sancc,  being-  called  ujx)!!  to  remodel  sacred  ornaments,  transformed  them  int(j 

marvels  of  art,  on  wliicli  tluy  lavished  all  th(>  resources  of  castin*,^  chasin*^, 

and  glyptic,  we  observe  that  chalices  continued  to  be  maniiiaetuicd  with  the 

greatest  care,  adorned  with  (\\(]uisite  el(>gaiie(>,  and  eni'iched  wiih  all  the 

l)i'illiane\'  that  art  could  ̂ iN'e  tlu^ii. 

Fig.  21. — An  Altar  Traj*  and  Chalice  in  enamelled  gold,  supposed  to  be  of  the  Fourth  or  Fifth  Century,  found 
at  Gourdon,  near  Chalon-sur-Saone,  in  1846.     (Cabinet  des  Antiques,  Bibl.  Nat.  de  Paris.) 

All  that  can  be  said  regarding  the  chalice  applies  equally  to  the  mon- 

strance and  the  pyx  employed  to  contain  and  to  exhibit  the  consecrated 

wafer,  as  also  to  the  censer,  which  originated  in  the  Jewish  form  of  worship, 

and  which,  in  accordance  with  the  successive  epochs  of  Christianity,  affected 

different  mystical  and  symbolic  shapes  (Fig.  22).  Originally  they  were 

suspended  by  three  chains,  which,  according  to  tradition,  signified  "  the  union 

of  the  body,  the  soul,  and  the  divinity  in  Christ."  xVt  another  period  the 
censers  represented,  in  miniature,  churches  and  chapels  with  pointed  arches. 

Again,  at  the  Renaissance,  they  took  the  form  now  in  use. 

From  the  first,  the  lighting  of  churches  was,  to  a  certain  extent,  carried 

out  on  much  the  same  principle  as  that  employed  in  important  mansions. 

Fixed  or  movable  lamps  were  used:    also  wax  candles  in  chandrliors,  for  the 
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oruamentation  of  wliicli  the  pious  donors  and  pious  artisans,  tlie  former  paying 

the  latter,  vied  with  each  other  in  skill  and  liberality.  We  may  here  observe 

that  even  in  the  early  days  of  Christianity  numerous  candlesticks  were 

generally  employed  both  by  day  and  by  night.  The  candlesticks  on  the  altar 

represented  the  apostles  surrounding  Christ ;  thus  their  number  ought  to  be 

twelve.  Placed  around  the  dead,  they  signified  that  the  Christian  finds  light 

beyond  the  grave.  To  the  faithful  they  typified  the  day  which  shines  brightly 

in  celestial  Jerusalem.  The  worship  of  relics,  established  in  the  early  days  of 

the  Church,  subsequently  led  to  the  introduction  of  shrines  and  reliquaries — a 
kind  of  portable  tomb  which  the  disciples  of  the  Gospel  devoted  to  the 

memory  of  martyrs  and  confessors  of  the  faith. 

Fig.  22. — Censer  of  the  Eleventh  Century,  recalling  the  shape  of  the  Temple  of  Jerusalem,  in  copper 
repousse.     (Formerly  in  Metz  Cathedral,  now  at  Treves.) 

Owing  to  the  care  bestowed  on  some  of  these  by  St.  Eloi,  as  early  as  the 

seventh  century,  they  had  become  real  marvels  of  intrinsic  richness  and 

artistic  finish.  JS^evertheless  we  are  unacquainted  with  the  shape  which  in 
accordance  with  the  Christian  liturgy  was  originally  given  to  the  shrines 

and  reliquaries,  although  the  Latin  word  caj)sa,  from  which  the  word  chdsse 

(shrine)  is  derived,  conveys  the  idea  of  a  kind  of  box  or  coffer.  Indeed  this 

shape  was  retained  for  a  long  time  by  the  whole  of  Christendom ;  but  the 

majority  of  shrines  in  gold  and  silver  work  which  do  not  date  further  back 

than  the  eleventh  or  twelfth  century  represent  tombs,  chapels,  and  even 

cathedrals.       This   symbolic    shape   continued   in   use    to    the   time    of    the 
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Henaissaiicc,  l»ul  with  successive  inodilications  su<>^<^ested  by  the  architectural 

style  of  each  period.  A\'c  tlius  see  there  was  no  precious  material  or  delicate 
workmanship  which  was  not  employed  to  contribute'  in  makinj^  the  shrines 

and  reliquaries  more  niafj;niticent.  Gold,  silver,  rare  marbles,  precious  stones, 
were  lavished  on  tliem  ;  the  chaser  and  enameller  embellished  them  with 

figures  and  cMublems,  with  incidents  taken  from  Ibtly  Writ  and  from  the 
lives  of  saints. 

AVe  know  that  in  the  early  days  of  Christianity  the  rite  of  baptism  was 

Hi^'^ 

Figs.  23  and  24. — Stall  and  Reading-desk  in  can-ed  wood,  from  the  Church  of  Aosta  (Fifteenth  Ceniur)')' 

performed  by  immersion  in  rivers  or  in  fountains,  but  at  a  period  nearer  to 

our  own  time  basins  or  vessels  of  various  dimensions  were  placed  in  a  small 

detached  edifice  by  the  side  of  the  church  ;  into  these  the  neophytes  were 

plunged  when  receiving  the  first  sacrament.  These  baptisteries  disapjx^ared  as 

soon  as  the  practice  of  sprinkling  holy  water  on  the  forehead  was  definitely 

substituted  for  that  of  immersion.  Baptismal  fonts  then  became  what  they 

now  are,  that  is  a  kind  of  small  erection  above  the  level  of  the  floor — piscinas, 

shells  {casques)^  or  basins,  recalling  to  our  minds,  though  on  a  reduced  scale, 

the  primitive  baptisteries.     They  were  placed  iuside  the  church,  either  near 
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the  entrance  or  in  one  of  the  side  chapels.  At  various  periods  they  were 

made  of  stone,  marble,  or  bronze  ;  and  were  ornamented  with  subjects  relating 

to  the  rite  of  baptism.  It  was  the  same  with  the  holy- water  basins,  which, 

according  to  ancient  custom,  were  placed  at  the  entrance  to  the  church,  and 

generally  assumed  the  form  of  a  shell  or  of  a  large  amphora,  when  not  made 

simply  of  a  hollowed  stone  to  recall  the  ancient  baptismal  vessels. 

^Ve  must  not  overlook  the  altar  and  procession  crosses,  which,  as  the 

divine  emblems  of  the  Christian  faith,  could  not  fail  to  become  real  objects  of 

art  even  from  the  time  of  the  catacombs.  It  would  be  needless  repetition  to 

enmnerate  here  the  different  materials  used  in  the  manufacture  of  crosses,  the 

various  shapes  that  were  given  to  them,  according  to  the  purpose  for  which 

thev  were  intended  and  the  subjects  and  figures  represented.     The  sculptor, 

Fig.  25. — Bas-relief  in  carved  wood  representing  a  Domestic  Scene,  from  a  Miserere  in  the  Choir  of  the 
Cathedral  of- Rouen  (Fifteenth  Century). 

the  modeller,  the  chaser,  the  enameller,  and  even  the  painter  were  associated 

with  the  goldsmith  in  producing  exquisite  works  of  this  kind.  The  arts  of 

the  wood- carver  and  of  the  worker  in  iron,  which  produced  such  marvels  for 

household  use,  could  not  fail  to  find  scope  in  the  manufacture  of  objects  for 

religious  purposes.  It  was  especially  in  making  pulj)its,  ornamental  screens, 

wainscoting,  and  stalls  that  the  art  of  the  wood-carver  became  renowned ;  he 

was  no  longer  simply  an  artisan,  but  became  an  artist  of  a  very  high  order. 

In  the  ornamentation  of  choir  and  tomb  railings,  the  iron- work  on  doors,  of 

bolts,  locks,  and  kej^s,  the  remarkable  talent  of  the  locksmiths  of  the  Middle 
Ages  was  displayed.  Let  us  here  remark,  that  in  the  early  days  of  worship 

the  pulpit  was  simply  a  kind  of  stool  on  which  the  preacher  stood  in  order 

that  his  congregation  might  see  him.     By  degrees  the  pulpit  was  raised  on 
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RU])ports  or  colmims  ;  and  later  a;^^!!!,  but  only  towards  the  cntl  of  tin- 

fil'tccntli  century,  we  tind  It  llxed  at  a  ji^reat  ]iei;4;lit  aj^aiust  one  of  tlic  central 
])illars  of  \\w  eliureli,  and  usually  nia^^nificently  carved,  as  was  also  the  sound- 

inir  boai'd  1)\   ̂ ^ll^cll  it  was  surmounted. 

To  form  an  idea  of  tlie  defi;ree  of  ])erfection  attained  in  woo(l-carvinj^  from 

tlu*  tliirtecMith  to  tlie  fourteenth  century,  we  ou^^^ht  to  inspect  the  stalls  of 

8t.  rlustine,  at  Padua,  those  of  the  cathedrals  of  Milan  and  rini,  the  cliurch 

01  Aosta  (Figs.  'J'J  and  'J4),  Slq.,  and  the  stalls  of  the  churches  of  Jtodez,  Alhi, 

Amiens,  Toulouse,  and  liouen  {Fi<^.  ̂ 'j)..  And  if  we  would  examine  a  very 

ancient  example  of  the  art  attained  by  workers  in  iron,  we  have  but  to  notice 

the  hinges,  dating  from  the  thirteenth  century,  which  stretch,  in  ara1)esque 

designs,  over  the  panels  of  the  western  door  of  Xotre-Dame,  in  Pa]-i<. 

Fig.  26. — Design  on  the  Stalls  in  the  Church  of  St.  Bcnoit-sur-Loire 



TAPESTRY. 

Scriptural  Origin  of  Tapestry. — Needlework  Embroidery  in  Ancient  Greek  and  Roman  Times. — 
Attalic  Carpets. — Manufacture  of  Carpets  in  Cloisters. — Manufactory  at  Poitiers  in  the 
Twelfth  Century. — The  Bayeaux  Tapestry. — Arras  Carpets.— Inventory  of  the  Tapestries  of 
Charles  V.  ;  enormous  Value  of  these  Embroidered  Hangings. — Manufactory  at  Fontaine- 
bleau  under  Francis  I. — The  Manufacture  of  the  Hopital  de  la  Trinite,  at  Paris. — The 
Tapestry  Workers,  Dubourg  and  Laurent,  in  the  reign  of  Henry  IV. — Factories  of  Savonnerie 
and  Gobelins. 

F  there  is  an  art  which  bears  brilliant  testimony  to  the 

industry  and  ingenuity  of  mankind  in  the  remotest  ages, 

undoubtedlj^  it  is  that  of  weaving  or  of  embroidering 

tapestry ;  for,  however  far  back  we  trace  the  annals  of 

nations,  we  find  this  art  flourishing  and  producing  mar- 
vels of  workmanship. 

Let  us  first  open  the  Bible,  one  of  the  oldest  of  his- 
torical documents  ;  we  read  therein  of  woven  fabrics,  not 

only  worked  on  the  loom,  but  also  made  by  hand,  that  is, 

richly  embroidered  in  needlework  on  linen  or  canvas. 

These  magnificent  fabrics,  which  were  laboriously  and 

minutely  executed,  represented  all  kinds  of  designs  in 

relief  and  in  colours ;  they  Avere  used  as  decorations  for 

the  holy  temple,  and  as  ornamental  garments  for  the 

priests  who  performed  the  religious  ceremonies.  Indubitable  proof  of  this  is 

the  description,  in  the  book  of  Exodus,  of  the  curtains  surrounding  the  taber- 
nacle. Some  of  these  embroideries,  in  the  manufacture  of  which  gold  and 

silver  thread,  combined  with  dyed  wools  and  silk,  was  used,  were  named  opus 

johimarii  (work  in  imitation  of  birds'  plumage) ;  others — such,  for  example,  as 
the  veil  of  the  Holy  of  Holies,  which  represented  cherubim  in  the  act  of 

adoration — were  called  opus  artificis  (work  of  the  artisan),  because  they  were 

made  by  the  weaver  on  the  loom  ;  and,  with  the  aid  of  numerous  shuttles,  the 
woof  of  wools  and  silks  of  various  hues  was  introduced. 

In  the  traditions  of  Babylon  we  also  find  figured  tapestry  delineating  the 

mysteries  of  religion,  and  handing  down  to  us  the  recollection  of  historical 

incidents.  ''  The  palace  of  the  kings  of  Babylon,"  says  Philostratus,  in  the 

"  Life  of  Apollonius  of  Tyana,"  "was  ornamented  with  tapestries  in  gold  and 
silver  tissue,  which  recorded  the  Grecian  fables  of  Andromeda,  of  Orpheus, 
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&c.*'  The  Greek  poet  Apolloiiius  of  lihode.s,  who  wrote  a  century  Ix^-fore  our 

era,  relates  in  his  poem  oi'  "  The  Argonauts "  that  the  women  of  Jiabylon 
excelled  in  the  execution  of  these  gorgeous  textures.  The  famous  taiK'stries 
which  were  sold  in  the  time  of  ̂ letellus  Scipio  for  800,000  sesterces  (about 

£0,600),  and  a  hundred  years  later  were  purchased  for  the  exorbitant  sum  nf 

two  million  sesterces  (about  £10,480)  by  Nero,  to  place  on  his  festive  couches, 

were  of  Babylonian  workmanship.* 
The  custom  of  embroidering  such  scenes  as  combats  and  hunting  incidents 

seems  to  be  very  ancient.  According  to  Herodotus,  certain  races  bordering 

on  the  Caspian  Sea  were  accustomed  to  have  figures  of  animals,  flowers,  and 

landscapes  delineated  on  their  garments.  This  custom  is  mentioned  among 

the  pagans  by  Philostratus,  and  among  Christians  by  Clement  of  Alexandria. 

Pliny,  the  naturalist,  who  lived  in  the  first  century  of  our  era,  also  alludes  to 

it  on  several  occasions  in  his  works.  Three  hundred  years  later,  Amasius, 

Bishop  of  Amasia,  deplores  the  folly  which  ''set  a  great  value  on  this  art  of 
weaving,  a  vain  and  useless  art,  which  by  the  combination  of  the  warp  and 

w^oof  imitates  painting.*'  "  When  persons  thus  dressed  appear  in  the  street," 

adds  the  pious  bishop,  "  the  passers-by  look  at  them  as  walking  pictures,  and 

the  children  point  at  them  with  their  finger.  "We  see  lions,  panthers,  bears, 
rocks,  woods,  hunters ;  the  religiously  inclined  have  Christ,  his  disciples  and 

his  miracles,  figured  on  their  garments.  Here  we  see  the  wedding  of  Cana, 

and  the  pitchers  of  water  turned  into  A\'ine ;  there  we  have  the  paralytic 

carr^y'ing  his  bed,  or  the  sinner  at  the  feet  of  Jesus,  or  Lazarus  being  raised 

from  the  dead." 

We  have  only  to  look  into  the  works  of  the  writers  of  the  time  of 

Auf^ustus  to  learn  that  the  halls  in  the  houses  of  the  wealthy  were  always 

hung  with  tapestry ;  and  that  the  tables,  or  rather  the  beds  upon  which  the 

guests  were  seated,  were  covered  with  carpets. 

The  AttaUan  carpets,  which  were  thus  named  because  they  came  from  the 

inheritance  bequeathed  to  the  Eoman  people  by  Attains,  King  of  Per  games, 

were  indescribably  magnificent.  Cicero,  who  was  a  connoisseur  in  such 

matters,  speaks  of  them  with  enthusiasm.  Under  Theodosius  I.,  a  contempo- 

rary historian  shows  us  "  the  youth  of  Rome  engaged  in  making  tapestry- 

work." 
In  the  early  period  of  French  history,  this  ingenious  and  delicate  work 

would  seem  to  have  been  mainly  carried  on  by  women,  and  especially  by  those 

of  the  highest  rank.  At  any  rate,  it  is  a  fact  that  rich  tapestries  were  in 

common  use,  both  in  private  houses  and  for  ecclesiastical  purposes,  as  early 
as  the  sixth  century :  for  Greorory  of  Tours  does  not  fail  to  tell  us  of  the 

*  For  an  account  of  all  that  is  known  of  the  textile  arts  of  Babylon  and  Nineveh,  see  Perrot 

and  Chipiez's  "History  of  Art  in  Chaldea  and  Assyria,"  vol.  ii.  page  363. — A. 
D 



34  TAPESTRY. 

eiiibroitlered  liaiigings,  and  also  of  the  tapestry,  in  most  of  the  ceremonies 

which  he  describes.  When  King  Clovis  renounced  paganism  and  asked  to  be 

baptised,  ''  this  intelligence  was  the  greatest  joy  to  the  bishop  ;  he  orders  the 
sacred  fonts  to  be  prepared  ;  the  streets  overhung  with  painted  cloths ;  the 

churches  ornamented  -s^dth  hangings."  When  the  abbey-church  of  St.  Denis 

had  to  be  consecrated,  "  its  walls  are  covered  Avith  tapestry  embroidered  in 

gold  and  ornamented  with  pearls."  These  tapestries  were  for  a  long  time 
preserved  in  the  abbey  treasury.  Subsequently,  this  same  treasury  received, 

as  a  present  from  Queen  Adelaide,  the  wife  of  Hugh  Capet,  ''  a  chasuble,  a 

valance,  as  also  some  hangings,  worked  by  her  own  hand;"  and  Doublet,  the 
historian  of  this  ancient  abbey,  states  that  Queen  Bertha  (whom  an  old  French 

proverb  makes  an  indefatigable  worker  \Ndth  her  needle)  embroidered  on  can- 

vas a  series  of  historical  subjects,  depicting  the  glorious  deeds  of  the  family. 

Nevertheless,  there  is  no  written  authority  for  asserting  that  in  France 

the  manufacture  of  tapestries  and  hangings  worked  on  the  loom  can  be  traced 

beyond  the  ninth  century  ;  but  at  this  period,  and  a  little  later,  we  find  some 

documents  which  are  as  precise  as  they  are  curious,  proving  that  this  in- 

dustry, the  principal  object  of  which,  at  that  period,  was  the  ornamentation 

of  churches,  had  to  a  certain  extent  obtained  a  footing,  and  was  flourishing 

in  religious  establishments.  The  ancient  chronicles  of  Auxerre  relate  that 

St.  Anthehn,  the  bishop  of  that  cit}^  who  died  in  828,  caused  to  be  made, 

under  his  own  directions,  numerous  rich  carpets  for  the  choir  of  his  church. 

One  hundred  years  later  we  find  a  regular  manufactory  established  at  the 

monastery  of  St.  Florent,  at  Saumur.  '^  In  the  time  of  the  abbot  Robert  III.," 

says  the  historian  of  this  monastery,  "  the  vestry  {fahrique)  of  the  cloister  was 

further  enriched  by  magnificent  paintings  and  pieces  of  sculpture,  accom- 

panied by  legends  in  verse.  The  above-mentioned  abbot,  who  was  passionately 

devoted  to  similar  works,  sought  for  and  purchased  a  considerable  quantity  of 

magnificent  ornaments,  such  as  large  dorserefs*  in  wool,  curtains,  canopies, 
hangings,  bench-covers,  and  other  ornaments,  embroidered  with  various 

devices.  Among  other  objects  he  caused  to  be  made  two  pieces  of  tapestry  of 

large  size  and  of  admirable  quality,  representing  elephants ;  and  these  two 

pieces  were  joined  together  with  a  rare  kind  of  silk,  by  hired  workers  in 

tapcstr3\  He  also  ordered  two  dorserets  in  wool  to  be  manufactured.  It 

happened  that,  during  the  time  one  of  these  was  being  completed,  the  above- 

mentioned  abbot  went  to  France.  The  ecclesiastic  left  in  charge  took  advan- 

tage of  his  absence  to  forbid  the  artisans  to  work  the  woof  according  to  the 

customary  method.  '  Well,'  said  they,  'in  the  absence  of  our  good  abbot  we 
Adll  not  discontinue  our  emplo^nnent ;  but  as  you  thwart  us  we  shall  make 

quite  a  different  kind  of  fabric'  "    And  this  now  admits  of  proof.     They  made 

*  Dorserets,  covers  to  backs  of  chairs,  beds,  &:c. 
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several  s([iiare  carpels,  representing  silver  lions  upon  a  Held  of  (ju/cfi  (red), 

with  a  ̂ \]lite  border  covered  with  scarlet  animals  and  hirds.  'J'liis  unicjue 
piece  of  workmanship  was  looked  upon  as  a  perfect  specimen  *>\i  this  kind  of 

fabric  until  the  time  of  tlic  ablx)!  \\'ini;mi.  win  n  it  was  considered  the  most 

remarkable  piece  of  taixstiy  belonp^in*^  to  the  monastery.  In  fact,  on  the 

occasions  of  great  solemnities  the  abbot  had  the  elephant  tajHsti'v  displayed, 

and  one  of  the  priors  showed  that  on  ̂ ^•hich  were  the  lions. 
From  the  ninth  or  tenth  centuiy  there  was  also  a  manufactory  at 

Poitiers  ;  and  its  fabrics,  on  \\  liieh  iigure  kings,  emperors,  and  saints,  were 

of  European  celebrity,  as  appears  to  be  attested  by  a  remarkable  corresjK)n- 

dence  which  took  place,  in  lO'^-j,  between  an  Italian  bishop,  named  Leon,  and 
AVilliam  lY.,  Count  of  Poitou.  To  understand  this  correspondence  rightly, 
it  must  be  borne  in  mind  that  at  the  time  Poitou  was  as  famous  for  its  mules 

as  for  tapestry.  In  one  of  his  letters,  the  bishop  begs  the  count  to  send  him 

a  mule  and  a  piece  of  tapestry,  both  equally  marvellous  {mirahileH),  and  for 

which  he  has  been  asking  six  years.  lie  promises  to  pay  whatever  they  may 

cost.  The  count,  who  must  have  had  a  facetious  disposition,  replied,  "  I 

cannot,  at  present,  send  you  what  you  ask,  because  for  a  mule  to  merit  the 

epithet  of  marvellous,  he  would  require  to  have  horns,  and  three  tails,  or  five 

legs — and  this  I  should  not  be  able  to  find  in  our  country.  I  shall  therefore 

content  myself  \^•ith  sending  you  one  of  the  best  I  can  procure.  As  to  the 

tapestry,  I  have  forgotten  what  size  you  want.  Let  me  have  these  particu- 

lars again,  and  it  will  then  soon  be  sent  to  you." 
But  this  costly  industry  wa.s  not  limited  to  the  French  provinces.  In  the 

*'  Chronique  des  Dues  de  Xormandie,"  written  by  Dudon,  in  the  eleventh 
century,  it  is  stated  that  the  English  were  clever  workers  in  this  art ;  and 

when  designating  some  magnificent  embroidery,  or  rich  tapestry,  it  was 

described  as  of  English  work  (opus  AngUcanion).  Moreover,  the  same  chro- 

nicle relates  that  the  wife  of  Richard  I.,  the  Duchess  Gonnor,  assisted  by  her 

embroiderers,  made  hangings  of  linen  and  of  silk,  embellished  with  images 

and  figures  representing  the  Virgin  Mary  and  the  Saints,  to  decorate  the 

church  of  Xotre-Dame,  Rouen. 

The  East,  also,  which  from  the  earliest  times  had  been  renowned  for  the 

art  of  producing  beautiful  embroidered  fabrics,  became  still  more  famous 

during  the  Middle  xVges  for  those  of  wool  and  silk,  embroidered  with  silver 

and  gold.  It  yielded  rich  stuffs  covered  all  over  with  emblazonments  and 

with  figures  of  animals,  and  probably  also  embroidered  in  open-work  :  these 

fabrics  were  called  etoffes  scu/pfees,  or  pleincs  d^ycur. 

The  librarian  Anastasius,  in  his  book  the  ''  Liber  Pontificabs,"  which 

undoubtedly  was  written  before  the  eleventh  century,  gives,  when  describing 

church   decorations,   some  curious  and  circumstantial  details  regarding  the 
d2 
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subject  we  are  now  discussing.  According  to  him,  as  early  as  the  time  of 

Charlemagne  (eighth  century),  Pope  Leo  III.  ''had  a  veil  made  of  purple 
worked  in  gold,   on  which  was  the  history  of  the  Nativity  and  of  Simon, 

Fig.  27. — A  piece  of  the  Bayeaux  Tapestry,  representing  the  construction  of  Boats  for  William  (with  Border). 

having  in  the  centre  the  Annunciation  of  the  Virgin."  This  was  to  ornament 
the  principal  altar  of  the  Holy  Mother  of  God,  at  Eome.  He  also  ordered 

for  the  altar  of  the  church  of  St.  Lawrence,  *'  a  veil  of  silk  worked  in  gold, 

having  on  it  the  histories  of  the  Passion  of  our  Saviour  and  of  the  Pesurrec- 
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tioii."  He  placed  on  the  altar  oi'  St.  IV'ter's  "a  veil  of  purple  of  a  remark- 
able size,  worked  in  g-old  and  oiiiaiiieiited  witli  precious  HtoiicH  ;  on  one  Hide 

was  seen  our  Saviour  giving  St.  Peti'r  the  power  to  bind  and  to  loosr,  on  tlie 
other  the  Passion  of  St.  Peter  and  St.  Paul. 

It  was  only  in  the  twelfth  century,  after  the  crusades  had  enabled  Western 

nations  to  admire  and  to  appropriate  to  themselves  luxuries  tpiite  new  to 

them,  that  the  custom  of  using  tapestry,  while  becoming  far  more  general  in 

churches,  found  its  way  also  into  ])rivate  dwelb'ngs.      If,  in    the  cloisters,  the 

Fig.  28.— A  portion  of  the  Ba5'eaux  Tapestry,  representing  two  mounted  men  of  Duke  William's  army  armed  from head  to  foot,  and  in  the  act  of  fighting. 

monks,  in  order  to  find  emplopnent,  lavished  their  utmost  care  on  the  weaving 

of  wool  and  of  silk,  there  was  the  more  reason  why  this  occupation  should 

prove  pleasing  to  the  noble  chatelaines  who  were  confined  to  their  feudal 

castles.  It  was  then  that,  surrounded  by  their  tire- women  as  Roman  matrons 

were  surrounded  by  their  slaves,  that  these  fair  dames,  while  Kstening  to  the 

reading  of  tales  of  chivalry  or  inspired  by  a  profound  faith,  gave  themselves 

to  the  task  of  reproducing  with  the  needle  either  the  pious  legends  of  the 

saints  or  the  glorious  exploits  of  warriors. 
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Among  the  finest  specimens  of  this  kind  is  the  famous  Bayeux  Tapestry, 

called  "  de  la  Reine  Mathikle''  (of  the  wife  of  William  the  Conqueror).  This 
work  represents  the  conquest  of  England  by  the  Normans.  If  we  are  to 

accept  the  tradition  to  which  it  owes  its  name,  it  must  date  from  the  last  half 
of  the  eleyenth  century. 

But  in  these  days  we  may  be  permitted  to  doubt  whether  this  embroidery 

be  as  old  as  was  at  one  time  supposed.  Although  we  first  find  it  alluded  to 

in  an  inyentory  (prepared  in  1476)  of  the  treasury  of  Bayeux  Cathedral,  we 

may  yenture  with  some  confidence  to  belieye  that  it  was  made  in  the  twelfth 

century  by  EngKshwomen,  who  at  that  time  were  particularly  famous  for 

their  needlework  ;  an  opinion  confirmed  by  more  than  one  author  contempo- 
raneous with  William  and  Matilda. 

This  tapestry  is  19  inches  in  height  by  nearly  212  feet  in  length.  It  is  a 

piece  of  brown  linen,  on  which  are  embroidered  with  the  needle,  in  wool  of 

different  colours  (and  these  seem  to  haye  lost  none  of  their  early  freshness), 

a  series  of  seyenty-two  groups  or  subjects,  embracing  the  whole  history  of  the 

Conquest,  ̂ yith  legends  in  Latin  interspersed  T\ith  Saxon,  as  related  by  the 

chroniclers  of  the  period  (Figs.  27  and  28). 

At  the  first  glance  it  may  seem  to  be  but  a  rudely  executed  grouping  of 

figures  and  animals  ;  neyertheless  there  is  character  throughout,  and  the 

original  outline,  discoyerable  beneath  the  intersections  of  the  wool,  is  not 

wanting  in  a  certain  accuracy.  The  double  border  is  Hke  those  of  paintings 

in  manuscripts  of  the  Middle  Ages.  If,  in  the  failure  of  direct  proof,  we 

determine  not  to  dej^riye  this  laborious  piece  of  work  of  its  traditional 

antiquity,  it  may  with  some  probability  be  attributed  to  a  female  embroiderer 

of  Queen  Matilda,  named  Le^-iet,  whose  skill  has  rescued  her  name  from 
obli^don.  It  may  also  be  well  to  obserye  that  at  the  time  of  its  first  mention 

in  history,  this  tapestry  belonged  to  the  yery  church  in  which  Matilda  desired 
to  be  buried. 

"We  haye  already  seen  (in  the  chapter  on  Furniture)  that  towards  the 
twelfth  and  thirteenth  centuries,  under  the  influence  of  Eastern  habits  and 

customs,  the  practice  of  sitting  on  carpets  was  established  at  the  courts  of  our 

kings.  From  this  date  rich  tapestries  were  frequently  used  for  making  tents 

for  campaigning  or  for  hunting.  They  were  displayed  on  festiye  occa- 

sions— as,  for  instance,  when  princes  were  entering  a  town,  at  tournaments, 

on  the  walls  of  banquetting  rooms,  and  eyen  on  the  back  of  the  knight's 
charger. 

In  the  fourteenth  century  the  manufactories  of  Flanders,  which  where  of 

considerable  reputation  eyen  about  the  twelfth  century,  made  great  adyance, 

and  the  success  of  the  Arras  tapestries  became  so  general  that  the  most 

handsome  hangings  were  called  Arras  tapestry,  although  the  greater  part  of 
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tlieiu  did  not  come  from  that  lity.  It  may  here  be  noticed  that  the  tenu 

Arrazi  is,  in  Italy,  still  synonymous  with  \aluable  tapestry  (Fig  '-i-^). 
These  fabrics  were  generally  worked  in  wool,  and  sometimes  in  flax  and 

linen  ;  but  at  the  same  period  l^'lorence  and  Venice,  which  had  imported  this 

industry  from  the  East,  wove  tapestries  wherein  gold  and  silk  were  blencU'd. 
An  inventory,  dated  21st  January,  1879,  contained  in  a  manuscript  n<»w  in 

the  National  Library,  in  which  are  einimerated  "  all  the  jewels  in  gold  and 

sihcr,  all  the  rooms  with  (>ml)i-()i(l(>ry  and  tajx'stries  belouLnng  t(j  Charles  A'.." 

Fig.  29.— Marriage  of  Louis  XII.  and  Anne  of  Brittany,     Tapestry  in  wool  and  silk,  with  a  mixture  of  gold  and 

silver  thread.     Made  in  Flanders  the  end  of  the  Fifteenth  Century.    (Lent  by  M.  Achille  Jubinal.) 

gives  us  an  idea  not  only  of  the  multiplicity  of  hangings  and  tapestries  that 

appertained  to  royalty,  especially  at  the  Hotel  Saint-Pol,  but  it  also  shows  us 

the  variety  of  subjects  therein  represented.  A  few  of  these  pieces  of  tapestry 

are  still  preserved,  but  among  some  which  have  been  destroyed  or  lost  we 

may  mention  those  representing  the  Passion  of  our  Sa^4our,  the  Life  of 

St.  Denis,  the  Life  of  St.  Theseus,  and  one  entitled  Goodness  and  Beauty  : 

all  these  were  of  large  dimensions.  Then  again,  the  tapestry  of  the  Seven 

Mortal  Sins,  two  pieces  of  the  Nine  Bold  Knights,  that  of  the  ladies  hunting 
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and  fl^'ing  {qxd  volcnf),  in  other  words,  hawking  ;  that  of  the  Wild  Men  ;  two 
of  Godfrey  de  BoiuUon  ;  a  white  tapestry  for  a  chapel,  in  the  centre  of  which 

was  seen  ''  a  compass  T\4th  a  rose,"  emblazoned  Tsith  the  arms  of  France  and 

of  Dauphiny — this  was  three  yards  square  ;  one  large  handsome  piece  of 

tapestry,  "  the  king  has  bought,  which  is  worked  with  gold,  representing  the 

Seven  Sciences  and  St.  Augustin  ;  "  the  tapestry  of  Judith  (the  queen  who 
subsequently  appears  on  pla}ing-cards)  ;  a  large  piece  of  Arras  cloth,  repre- 

senting the  Battles  of  Judas  Maccabaeus  and  Antiochus  ;  another  of  "  the 

Battle  of  the  Duke  of  Aquitaine  and  of  Florence;"  a  piece  of  tapestry 

"whereon  are  worked  the  twelve  months  of  the  year;"  another  of  "the 

Fountain  of  Jouvent "  (Jouvence),  a  large  piece  of  tapestry  "  covered  with 

azure  fleurs-de-lys,  which  said  fleurs-de-lys  are  mingled  T\*ith  other  small 
yellow  fleurs-de-lys,  having  in  the  centre  a  Hon,  and  at  the  four  corners 

beasts  holding  banners,  &c. — in  fact,  the  list  is  endless.  We  must  still, 

however,  add  to  these  figured  tapestries  those  with  armorial  bearings,  made 

for  the  most  part  with  "  Arras  thread,"  and  bearing  the  arms  of  France 
and  Behaigne  (the  latter  being  those  of  the  queen,  daughter  of  the  King  of 

Bohemia).  There  was  also  a  piece  of  tapestry  "  worked  with  towers,  fallow 

bucks  and  does,  to  put  over  the  king's  boat."  The  tapestry  called  velus, 
or  velvet,  which  now  we  call  moquettes,  was  as  commonly  seen  as  any 

other  kind.  There  were  also  to  be  noticed  the  Salles  de  Angleterre,  or  the 

tapestries  from  that  country,  which,  as  we  have  said,  had  previously  acquired 

a  great  celebrity  in  that  art.  Among  these  one  was  "  ynde  (blue),  with  trees 

and  wild  men,  with  wild  animals,  and  castles  ;  "  others  were  vermilion, 
embroidered  with  azure,  haring  vignette  borders,  and  in  the  centre  lions, 

eagles,  and  leopards. 

In  addition  to  these,  Charles  Y.  possessed  at  his  castle  of  Melun  many 

"  silken  fabrics  and  tapestries."  At  the  Louvre  one  could  but  admire,  among 

other  magnificent  pieces  of  tapestry,  "  a  very  lovely  green  room,  ornamented 
^ith  silk  covered  with  leaves  ;  and  rej)resenting  in  the  centre  a  lion,  which 

two  queens  were  in  the  act  of  crowning,  and  a  fountain  wherein  swans  were 

disporting  themselves. ' ' 

The  luxury  of  taj^estry  was  general  among  the  higher  classes.  xVn  expen- 

sive taste  it  was  ;  because  not  only  does  an  examination  of  these  marvellous 

works  show  us  that  they  could  have  been  purchased  only  at  a  very  high  price, 
but  in  old  documents  we  find  more  than  one  certain  confirmation  of  this  fact. 

For  example,  Amaury  de  Goire,  a  worker  in  tapestry,  received  in  1348,  from 

the  Duke  of  Xormandy  and  Guienne,  492  livres,  3  sous,  9  denier s,  for  "  a 

woollen  cloth,"  on  which  were  represented  scenes  from  the  Old  and  Xew 
Testaments.  In  1368,  Huchon  Barthelmy,  money-changer,  received  900 

golden   francs   for  a  piece  of   "  worked   tapestry,  representing  La  Quete  de 
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St.  Graal  "   {\\^o  ..oarch    for   tlu^  blood    <.f  Christ)  ;    and  in  13!)1,  the   tapes 
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):\^.  30.— Tapestrj'  representing  a  Hunting  Scene,  from  the  Chateau  d'Effiat. 
(In  the  possession  of  M.  Achilla  Jubinal.) 

exhibiting  the  history  of  Theseus,  to  which   we   have   ah-eadv  alluded,   n 

as 
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purchased  by  Charles  Y.  for  1,200  livres  ;  all  these  sums,  considering  the 

period,  were  enormous. 

The  sixteenth  century,  remarkable  for  the  progress  and  the  excellence 

to  which  the  arts  of  every  kind  had  attained,  gave  a  renewed  impulse  to 

that  of  tapestry.  A  manufactory  was  established  by  Francis  I.  at  Fontaine- 

bleau,  where  the  ta2:)estry  was  woven  in  one  entire  piece  instead  of  being 

made  up,  as  had  been  the  practice,  of  separate  pieces  matched  and  sewn 

together.  In  this  new  fabric  gold  and  silver  threads  were  mixed  with 
silk  and  wool. 

When  Francis  sent  for  the  Primate  from  Italy,  he  commissioned  him  to 

procure  designs  for  several  pieces  of  tapestry,  to  be  made  in  the  workshops  of 

Fig.  31. — The  Weaver.     Drawn  and  Engraved  by  J.  Amman. 

Fontainebleau.  But,  while  liberall}^  rewarding  the  Italian  or  Flemish  artists 
and  artisans  collected  in  the  dependencies  of  his  chateau,  the  King  still 

continued  to  employ  Parisian  tapestry- workers  ;  proof  of  which  is  to  be 
found  in  a  receipt  of  the  sieurs  Miolard  and  Pasquier,  who  give  an 

acknowledgment  of  having  been  paid  410  lixres  toiirnois,  "  to  begin  the 
purchase  of  materials  and  other  requisites  for  a  piece  of  silk  tapestry, 

which  the  said  seigneur  had  ordered  them  to  make  for  his  coronation, 

according  to  the  patterns  which  the  said  seigneur  has  had  prepared  for  this 

purpose,  and  on  which  must  be  represented  a  Leda,  with  certain  nymphs, 

satyrs,  &c." 
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ITonry  II.  did  oven  more  tliaii  maintain  tho  c'stal)li.shnR'nt  at  Foiitaiiie- 

bleaii ;  in  addition  lie  instituted,  in  compliance  with  tlie  recjuest  of  the 

guardians  of  tho  Hopital  do  hi  Trinite,  a  manufactory  of  tapi'stry  in  l*ari>, 

in  which  tho  chiklron  beh)ngin«»-  to  the  hospital  wero  omphn'od  in  dyeing 

wool  and  silk,  and  in  weaving-  them  in  the  loom  with  a  hi;^h  and  low 
war}). 

The  new  manufactory,  whether  on  account  of  the  excellence  of  its 

productions  or  from  influential  patronage,  obtained  so  many  ])rivilegcs  that 

tho  public  i)oace  was  on  several  occasions  seriously  disturbed  by  tho  jealousy 

of  tho  guild  of  tapestry-workors,  an  ancient  and  numerous  corporation  still 

possessing  great  authority  and  influence. 

The  manufactory  of  the  Ilopital  do  la  Trinite  continued  to  flourish  during 

the  reign  of  Henry  III.  ;  and  Sauval,  in  his  "  llistoiro  des  Antiquites  de 

Paris,"  informs  us  that  in  the  following  reign  it  reached  its  highest  point  of 

Fig.  32.— Banner  of  the  Tapestry  "Workers  of  Lyons. 

prosperity.  In  1594,  Dubourg  made  in  these  workshops,  from  the  designs 

of  Lerembert,  the  beautiful  tapestries  which,  to  a  date  very  near  our  own, 

decorated  the  Church  of  Saint-Merry.  Henry  lY.,  says  Sauval,  hearing  this 

work  much  spoken  of  desired  to  see  it,  and  was  so  pleased  therewith  that  he 

resolved  to  restore  the  manufactories  in  Paris,  ''  which  the  disorder  of 

preceding  reigns  had  abolished."  He  therefore  established  Laurent,  a 
celebrated  tapestry-worker,  in  the  maison  professc  of  the  Jesuits,  which  had 
remained  closed  since  the  trial  of  Jean  Chastel.  He  allowed  one  crown  a 

day  and  one  hundred  francs  a  year  as  wages  to  this  skilful  artist ;  his 

apprentices  receiving  ten  sous  a  day,  and  his  fellow-workmen  twenty-five, 

thirty,  and  even  forty  sous,  according  to  their  skill.  At  a  later  period 

Dubourg  and  Laurent,  who  had  entered  into  partnership,  were  both  installed 

in  the  galleries  of  the  Louvre.  Henry  IV.,  following  the  example  of 

Francis  L,  brought  from  Italy  skilled  workers  in  gold  and  in  silk.     These 
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he  lodged  in  the  Hotel  de  la  Maque,  Eue  de  la  Tisseranderie ;  the  special 

works  they  made  were  hangings  in  fine  cloth  of  gold  and  sih^er  (frise). 
Subsequently  to  the  sixteenth  century,  the  tapestries  fabricated  at  the  manu- 

factories of  the  Savonnerie,  the  Gobelins,  and  at  Beauvais,  &c.,  although 

more  perfect  as  regards  weaving,  and  therefore  presenting  greater  regu- 

larity of  design  and  a  better  comprehension  of  colour  and  perspective, 

unfortunately  lost  the  original  simplicity  which  characterised  them  in  olden 
times. 

"^M^/ 
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E  can  assuredly  say,  with  M.  Jacqucmart, 

that  ''  the  history  of  the  ceramic  art  of 
the  Middle  Ages  is  shrouded  by  a  veil 

which  probably  ̂ ^dll  always  remain  im- 

penetrable. Notwithstanding  the  con- 
stant investigations  of  local  societies,  and 

the  numerous  documents  that  have  been 

brought  to  light,  nothing  has  transpired 

to  remove  the  doubts  of  the  archaeologist 

regarding  the  places  where  the  manufac- 

ture of  potter}'  had  its  birth  among  us." 
Nevertheless,  it  is  certain  that  in  the 

Gallo-Romano  period,  Gaul  possessed  numerous  and  considerable  pottery 

workshops,  where  vessels  and  vases  of  all  kinds  were  produced.  Maintaining 

the  ancient  forms  and  processes  of  manufacture,  these  factories  continued  to 

furnish  till  about  the  sixth  century  amphora},  basins,  cups  on  stems,  dishes, 

plates,  and  bottles.  They  were  made,  with  the  aid  of  the  potter's  wheel,  of 
grey,  yellow,  or  brown  clay.  Some  of  the  finest  quality  were  covered  with 

a  brilliant  varnish,  resembling  red  sealing-wax  both  in  colour  and  appear- 

ance ;  and  these  articles  were  often  ornamented  with  much  care  and  delicacy. 

Yet  it  is  also  evident  that  this  industry  nearly  disappeared  about  the  period 

of  the  invasions  and  wars  amidst  the  tumult  of  which  French  monarchy  had 

its  birth  ;  and  there  remained  but  the  simple  art  that  pro^'ided  for  ordinary 
domestic  requirements. 

It  must  be  remembered,  however,  that  the  ceramic  art  which  had 

flourished  in  the  "^^^est  only  migrated,  instead  of  becoming  extinct,  and  found, 
like  so  manv  other  arts,  a  new  home  in  Bvzantium.  Whatever  mav  be  the 

reason,  ceramic  art  disappeared  from  the  soil  of  France  during  a  long  period  : 

and  it  is  still  a  question  as  to  what  was  the  real  cause  of  its  revival. 
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The  ceramic  art,  which  perhaps  we  somewhat  wrongly  style  modern,  is 

characterised  by  the  use  of  enamel,  or  overlaying  articles  with  a  metallic 

glaze,  which  the  fire  of  the  oven  vitrifies. 

In  searching  the  tombs  in  the  ancient  abbey  of  Jumieges  (in  Iv'ormandy), 
which  date  fi'oni  the  year  1120,  there  have  been  found  fragments  of  pottery 
of  a  fine  but  porous  clay,  covered  with  a  glazing  somewhat  similar  to  that 

now  used  ;  and  we  read  in  a  chronicle  of  the  ancient  province  of  Alsace,  that 

in  the  year  1283  ''  died  a  potter  of  Schelestadt,  who  was  the  first  to  cover 

earthen  vessels  with  glass." 
But  we  also  know  that  at  the  time  when  these  isolated  attempts  were 

beino^   carried  out  in  France,  the  Persians  and  Armenians  had  long  before 

Fig-  II- — Vases  of  ancient  shape,  represented  in  the  decorative  sculpture  of  the  Church  of  St.  Benoit,  Paris. 

(Twelfth  Cenlur}-.) 

discovered  the  art  of  making  magnificent  enamelled  ware  for  covering  the 

exterior  of  their  monuments  ;  and  that  the  Arabs  settled  in  Spain  produced 

wonderful  examples  of  painted  and  enamelled  earthenware,  with  which  they 

decorated  and  furnished  those  palaces  whose  grand  ruins  are  still  to  us  like 

the  fairy  visions  of  a  di^eam  or  of  enchantment.  The  vases  of  the  Alhambra, 

tA'pes  of  an  art  as  original  as  it  was  singularly  ingenious,  claim,  and  doubtless 
will  always  claim,  the  admiration  of  minds  that  can  aj^preciate  the  beautiful 

in  whatever  form  it  may  present  itself.* 
And  now,  are  we  to  supj^ose  that  the    intercourse   between  nations  and 

the  transactions  of  commerce  must  necessarily  have  made  ̂ Yestern  Europe 

*  The  ancient  pottery  of  Egypt,  and  especially  that  known  under  the  inexact  title  of  ''Egyp- 
tian porcelain,"  is  a  sandy  frit  glazed  with  soda  and  flint.  The  glaze  is  so  good  that  it  will  ttand 

the  heat  of  a  porcelain  oven. — A. 
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acquainted  witli  tlic  cnaiiicllcd  (li>lics  ol'  Asia,  and  with  llic  chpfs-tVieuvn'  of 
the  African  race  in  Spain  Y  Oi-,  on  llir  otlui-  liaiid,  >liall  \\v  sav  lliat  it  was 

by  a  spontaneous  eH'orl  of  invention  tliat  our  furei'alliers  opened  uj»  llio  inad 

to  a  new  domain  ol'  art  'f  In  the  one  ease  we  liaxc  tlic  o])inion,  deservedly 

respected,  of  8ealig-er,  who  alHrnis  tlie  I'act,  apparently  very  significant,  that 
during  the  Middle  Ages  there  existed  in  the  Halcarie  Ishmds  manufactories 

of  pottery  of  Arab  origin  ;  our  learned  author  even  adds,  that  in  accordance 

with  the  most  probable  etymology,  the  name  of  Majolica,  which  was  first 

given  to  Italian  ware  (the  earliest  in  the  Euroi)ean  revival  of  the  ceramic  art), 

was  derived  from  Majorca,  the  largest,  as  we  know,  of  the  Balearic  Islands, 

in  which  locality  the  principal  manufactory  of  these  pottery  wares  was 

situated.  But,  on  the  other  hand,  a  comparative  examination  of  Arab  and 

Italian  wares  excludes  all  idea  not  only  of  afhliation,  but  even  of  imitation  or 
reminiscence  between  them. 

In  the  face  of  such  contradictory  coincidence,  if  wc  may  say  so,  it  would 

Fig.  34. — Vases  of  ancient  form,  represented  in  the  decorative  sculptures  of  the  Church  of  St.  Benoit,  Paris. 
(Twelfth  Century.) 

be  as  difficult  as  it  would  be  rash  to  pronounce  an  opinion  ;  we  consider  it 

better,  while  disregarding  problematical  indications,  to  boldly  face  a  train  of 

facts  now  determined  by  historical  proof. 

"At  the  commencement  of  the  fifteenth  century'' — we  cannot  do  better 
than  borrow  from  M.  Jacquemart  a  passage  which  he  himself  took  from  the 

Italian  work  by  Passeri,  on  Majolica  (Pesaro,  1838,  in  8vo) — '*  I^uca  della 
Robbia,  the  son  of  Simone  di  Marro,  apprenticed  himself  to  a  Florentine 

goldsmith,  Leonardo,  the  son  of  Giovanni ;  but  disliking  the  confinement  of 

a  laboratory,  he  soon  became  a  pupil  of  the  sculj^tor  Lorenzo  Ghiberti,  who 

made  the  gates  of  the  Baptistery  at  Florence.  His  rapid  progress  under  so 

able  a  master  placed  him,  when  he  could  not  have  been  more  than  fifteen 

years  old,  in  a  position  to  undertake  the  task  of  ornamenting  a  chapel  for 

Sigismond  Malatesta,  at  Pimini.  Two  years  later,  Piero  di  Medici,  who  was 

having  an  organ  erected  in  Santa-Maria  dei  Fieri,  at  Florence,  directed  Luca 

to   execute    some  marble   sculptures  in   that   church.     The   fame   which   he 
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gained  by  these  ̂ orks  drew  everybody's  attention  to  the  young  sculptor. 
Orders  reached  him  in  such  numbers  that  he  clearly  saw  the  impossibility  of 

executing  them  in  marble  or  in  bronze  ;  added  to  this,  he  bore  with  im- 

patience the  restraint  imposed  by  working  with  such  rigid  materials,  of  which 

the  laborious  handling  trammelled  the  flights  of  his  imagination.  Soft  and 

plastic  clay  was  a  material  far  better  suited  to  his  readiness  of  conception. 

At  the  same  time,  Luca  dreamt  of  the  future,  and  of  glory  ;  and  thus  having 

in  view  the  object  of  executing  works  which,  though  less  perishable,  might 

be  rapidly  executed,  he  devoted  all  his  efforts  to  discover  a  coating  which 

would  give  to  clay  the  polish  and  the  hardness  of  marble.  After  many  trials, 

a  varnish  made  of  tin  {etain),  which  was  white,  opaque,  and  of  a  resisting 

nature,  furnished  him  with  the  result  he  hoped  for.  The  art  of  producing 

fine  earthenware  was  discovered,  which  first  received  the  name  of  vitrified 

clay  {terra  invetriata). 

"  Luca's  enamel  was  a  most  perfect  white  ;  he  first  used  it  alone  for 
figures  in  semi-relief,  which  were  raised  on  a  blue  backo:round.  At  a  later 

period  he  ventured  to  colour  his  figures.  Piero  cli  Medici  was  one  of  the 

first  who  encouraged  this  kind  of  work  for  the  decoration  of  palaces.  The 

fame  of  the  novel  art  spread  with  raj^idity ;  all  the  churches  were  anxious 

to  possess  some  specimen  of  the  master,  so  that  Luca  was  soon  compelled  to 

associate  with  himself  his  two  brothers  Otta^iano  and  Agostino,  in  order 

to  keep  pace  with  the  requirements  of  the  public.  He  endeavoured,  never- 

theless, to  extend  the  aj^pKcation  of  his  discovery  by  painting  flowers  and 

groups  of  figures  on  a  smooth  surface ;  but  in  the  year  1430  death  cut  short 

his  remarkable  career,  and  stayed,  in  the  hands  of  the  inventor,  the  progress 

of  enamelled  pottery  (Fig.  35). 

"  The  family  of  Luca,  however,  made  public  the  secret  of  his  discovery. 
His  two  nephews,  Luca  and  Andrea,  produced  some  figures  and  designs  of 

singular  merit  in  terra-cotta.  Luca  ornamented  the  fioor  of  the  Loggia  of 
Raphael.  Girolamo,  a  relative  of  Luca,  came  to  France,  where  he  decorated 

the  chateau  of  Madiid,  in  the  neighbourhood  of  Paris.  Two  females,  Lisa- 

betta  and  Speranza,  added  to  the  renown  of  the  family  Delia  Pobbia." 
Such  is  the  history  of  the  revival,  or  rather  of  the  creation,  of  ceramic 

art  in  Italy,  as  briefly  recorded  by  a  man  thoroughly  acquainted  with  the 

subject.  An  ancient  author,  and,  moreover,  a  competent  writer,  instances 

some  monuments  of  an  earlier  date ;  among  others  a  tomb  at  Bologna,  in 

which  were  tiles  covered  with  a  green  and  yellow  varnish,  and  plaques  of  the 

same  land  inserted  in  the  facades  or  porticoes  of  the  churches  of  Pesaro  and 

the  abbey  of  Pomposa.  But  to  the  honour  of  Luca  della  Bobbia  it  may  be 

remarked,  that  these  specimens  of  an  earKer  industry  differed  essentially  from 

his  productions ;  because  the  glazing  that  covered  them,  the  basis  of  which 
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was  lead,  was  so  traiis|Knc'iil,  thai  llir(>ii;^rli  it  ((nild  l>c'  seen  cither  th<'  chiv  <*r 
the  colours  uiidcriioath  ;  whereas  the  enamel  discovered  by  Luea,  the  basis  of 

\\\\\c\\  was  tin,  li;i(l,  on  the  contrary,  lor  its  essential  character  an  ojiacity 
whicli  may  be  termed  intense.  Let  us  observe,  moreover,  that  in  onhr  to 

embellish  his  productions  with  ])aintiii;^--,  Lucm  wjis  accustomed  to  a]»jdv 

colours  to  tlie  first  and  •^•eneial  coatin;^-,  wliich  liccame  fixed  bv  a  subsecjuent 
process  of  baking. 

^^S-  35.— Enamelled  Plaque,  by  Luca  della  Robbia. 

It  is  by  recognising  tlie  distinction  we  have  just  laid  do^\'n  between  these 
two  processes,  that  the  productions  of  Italian  ceramic  art  are  ordinarily 

classified :  the  dcmi-majoUca,  ̂ ^dth  transparent  glaze,  somewhat  like  the 

Spanish- Arabian  pottery,  and  also,  perhaps,  like  Asiatic  tiles ;  then  the 

majolica,  by  Avhich  we  understand  fine  earthenware,  where  the  clay  is  covered 

with  a  coating  of  ojxaque  varnish,  distinguishing  the  invention  due  to  Luca 
della  Robbia. 

Having  given  priority  of  invention  to  Luca  della  Robbia,  it  is  as  well. 
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nevertheless,  here  to  state  that  from  the  eleventh  and  twelfth  centuries 

there  existed  in  France  a  kind  of  ceramic  art  employed  especially  in  the 

manufacture  of  varnished  pottery-tiles.  Many,  of  baked  clay,  have  been 

found  with  drawings  and  designs  in  black  or  brown  on  a  white  or  yellow 

ground  (Plate  lY.).  At  a  later  period  these  tiles,  of  which  we  see  such 

brilliant  specimens  in  the  small  pictures  in  manuscripts,  especially  in  those 

of  the  fourteenth  and  fifteenth  centuries,  were  embellished  with  designs, 

emblems,  armorial  bearings,  and  scrolls.  As  already  stated,  in  the  passage 

from  the  author  Avhom  we  have  taken  as  our  guide,  the  impulse  which  Luca 

della  Robbia  gave  to  ceramic  art  extended  itself  with  rapidity  in  every 

direction ;  and  if  any  other  reason  were  wanting,  beyond  the  intrinsic  value 

of  this  art,  to  account  for  its  development,  we  should  sa}"  that  the  circum- 
stances in  the  midst  of  which  Luca  made  his  discovery  were  eminently 

favourable  to  its  advancement. 

Luxurious  display  was,  at  that  time,  proixdnent  among  the  upper  classes. 

In  our  chapter  on  furniture,  we  saw  to  what  a  pitch  of  splendid  jDrofusion 

kings,  princes,  and  nobles  carried  the  mania  for  displacing  their  wealth.  AYe 

particularly  pointed  out  the  sideboards  covered  TNith  plate  and  all  kinds  of 

objects  which  were  only  placed  there  to  dazzle  the  eyes.  The  custom  of  these 

displays  having  been  introduced,  it  could  nevertheless  be  only  indulged  in  by 

those  in  possession  of  considerable  fortunes,  and  therefore  it  Tsill  be  readily 

understood  how  quickly  fashion  affected  the  productions  of  ceramic  art ; 

which,  in  addition  to  being  recognised  as  works  of  art,  were  singularly  well 

suited,  both  in  character  and  by  their  comparative  cheapness,  to  the  spirit  of 

ostentation  which  had  taken  possession  of  people  of  inferior  rank.  It  was 

sufficient  that  some  piece  of  majolica  should  have  found  a  place  on  the  side- 

board of  a  prince  amidst  the  gold  and  the  silver  which  hitherto  had  alone 

enjoyed  this  privilege,  for  the  lower  ranks  of  the  bourgeoisie  and  the  tiers- etat 

to  adopt  the  fashion,  in  their  dining-rooms,  of  decorating  them  either  with 

majolica  alone,  or  associated  with  plate. 

And  admitting  this  fact,  that  the  productions  of  ceramic  art  were  thus 

allowed  to  find  admittance,  and,  as  it  were,  in  some  measure  an  equally 

distinguished  position,  amidst  plate  and  objects  of  precious  metals,  it  resulted 

that  this  new  industry,  supported  by  the  best  artists,  soon  became  remarkable 

for  works  which  were  at  once  beautiful  and  original. 

As  something  new  in  history,  we  find  simple  pieces  of  jDottery — to  give 

them  their  generic  name — passing  as  valuable  offerings  among  the  great, 

and  employed  on  very  many  occasions  to  denote  ardent  admiration  in  the 

world  of  courtly  gallantry.  It  is  thus  we  have  handed  do^vn  to  us,  princi- 

pally on  cups  by  renowned  masters,  portraits  of  the  beauties  who  in  those 

times  adorned  the  ranks  of  the   nobility  :    the  Dianas,   the   Francescas,  the 
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Lucias,  the  IM'osorpinos,  whom  tluii*  admirers  cau'-cd  lo  ])o  portrayccl  in  ordci- 

to  olt'or  llu'iii  tliclr  own  likenesses. 

It  was  at  Florence,  about  tlie  yi-ar  lllH,  tliat  riUca  dclla  lioblnu  first 

introdii('(Ml  liis  imcutioii  ;  but  as  soon  as  the  ])roeess  became  known,  tlie 

greater  ])art  ol'  tlie  towns  of  Italy,  especially  tho>>c  ol'  Tuscany,  established 
numufactories,  anu)ng  which  a  remarkabh'  ri\alry  soon  aroM' :  IVsaro,  Gubbio, 

Urbino,  I'aenza,  Itimini,  13oh)g-na,  Ravenna,  Ferrara,  Citta-(Jastellana,  l^assano, 
Venice,  enudated  each  other,  and  abnost  all  succeeded  in  giving,  as  it  were, 

an  indi\idual  character  to  their  productions. 

Pesaro — the  place  where  the  earliest  workshops  of  ornamental  pottery  in 

Italy  were  seated,  and  the  processes  of  which  (derived  from  Luca  delhi 

Robbia)  seem  to  have  blended  with  the  ancient  Spanish — presents  to  us  a 

design  of  a  rather  harsh  and  stiff  character.  "  The  outlines  of  figures," 

adds  M.  Jacqueniart,  "  are  drawn  in  manganese  black,  the  flesh  is  the  colour 

of  the  enamel,  and  the  drapery  alone  is  of  uniform  tint." 
It  was  at  Pesaro  that  the  celebrated  Lanfranco  flourished.  The  ceramic 

museum  of  Sevres  has  two  of  his  pieces :  it  was  he  who  invented  the  method 

of  applying  gold  to  earthenware,  at  a  time  when  the  early  processes  of 

ornamenting  this  manufacture  had  ceased  to  be  employed,  and  had  given 

place  to  delicate  paintings,  which,  although  no  longer  executed  by  the  most 

renowTied  artists  of  Italy,  were  nevertheless  the  work  of  intelligent  pupils 

who  had  received  the  benefit  of  their  teaching  and  example. 

The  manufactory  at  Gubbio  had  for  its  founder  Giorgio  Andreoli,  who, 

both  as  a  sculptor  and  an  artist  in  majolica,  executed  works  as  remarkable  in 

form  as  in  effect.  "  The  palette  of  mineral  colours  adopted  by  Andi'eoH  was 
the  most  perfect  of  the  period ;  and  coppery  yellows,  ruby  reds,  are  frequently 

used  in  his  works."  There  are  still  extant  some  works  signed  by  this  mmter 
(a  title  officially  conferred  on  him  by  a  patent  of  nobility)  ;  one  is  a  slab  in 

the  Sevres  collection,  and  another  a  tablet  rejDresenting  the  Holy  Family. 

Urbino — of  which  the  dukes,  especially  Guidobaldo  II.,  signalised  them- 

selves as  the  most  zealous  patrons  of  ceramic  art — became  famous  through 

the  works  of  Francesco  Xanto,  who  executed  historical  subjects  on  enamelled 

clay.  Xanto  had  as  a  successor  Orazio  Fontana,  who  has  been  named  *'  the 

Raphael  of  majolica,"  and  who  produced  among  other  magnificent  objects 
some  vases  which,  when  subsequently  seen  by  Christina  of  Sweden,  so 

impressed  her  by  their  beauty  that  she  offered  to  exchange  for  them  silver 

vases  of  equal  size. 

It  was  at  the  manufactory  of  Dcruta  that  imaginative  subjects  on  majolica 

were  first  introduced  ;  Bassano  was  famous  for  its  landscapes  with  ruins  ; 

Venice  became  celebrated  for  delicate  ware  w4th  repousse  reliefs ;  Faenza  is 

still  proud  of  her  Guido  Salvaggio ;  Florence  of  her  Flaminio  Fontana,  S:c. 
e2 
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Majolica  attained  to  its  highest  jDoint  of  brilliancy  under  the  Duke  of 

Urbiiio,  already  named,  Guidobaldo  II.,  who  was  ever  ready  to  make  any 

sacrifice  in  order  that  this  art  might  be  introduced  into  the  manufactories 

under  his  j^atronage.  He  even  obtained  from  Raphael  and  Giulio  Romano 

some  original  drawings  to  serve  as  examples ;  and  this  feeling  having  once 

been  inculcated,  we  soon  find  artists  of  renown,  such  as  Batista  Franco  and 

Raphael  del  Colle,  tendering  their  services  for  the  ornamentation  of  majolica. 

Thus  the  productions  of  this  period  are  distinguishable  among  all  others  for 

harmony  of  composition  and  accurate  drawing,  qualities  which  render  them 

Fig.  36.— Cup,  Italian  Ware.     In  the  Collection  of  Baron  Alph.  de  Rothschild.     Taken  from  MM.  Carle  Delange 
and  C.  Borneman's  work. 

specially  noteworthy  (Fig.  36).  Then,  almost  immediately,  followed  the 

decline.  While  flourishing  more  and  more  until  the  middle  of  the  sixteenth 

century,  the  art  of  making  majolica  had  fallen  at  its  end  into  a  kind  of 

degenerate  industry,  swayed  by  the  caprice  of  fashion,  and  thereby  reduced 
to  mannerism. 

Nearly  at  the  commencement  of  the  renovation  of  ceramic  art,  Italian 

artisans  had  established  themselves  in  various  places,  which  then  became  so 

many  artistic  centres.  Eastern  Europe  had  for  its  earliest  instructors  three 

brothers,  Giovanni,  Tiseo,  and  Lazio,  who   settled  at  Corfu.      Flanders  was 



CERAMIC   ART. 

53 

indcbU'd  lor  tlic>  knuwlcdo-c  ,,|'  tlioc  processes  to  (jluido  of  Savin.),  uli..  took 
up  his  abode  at  Antwcip.  And  alxiut  tlic  yt'ar  I-VJO  we  find  a  manufactory 
at  Nuivnibur^r,  of  wliicli  the  ware,  tli()U<rh  malcjially  difVcrin^r  in  cliaractcr 

from  Italian  majolica,  may  still  \ci\  probably  liavo  been  (N  ri\cd  from  Italv. 

About  the  yt>ar  I'Wo,  in  a  small  villa«r(>  in  JN'rijrord,  was  born  JJcrnard 

Palissy.  lie  lii-st  learnt  the  trade  (d"  a  f^lazicr,  oi-  j-atlier  of  a  ̂ dass-Httcr  and 

paint(M'.  ()wiii<i;  to  various  circumstances,  the  ti-ade  of  <^lazier  pro\in;^'  un- 

profitable, he  began  the  study  of  geometry,  and  soon  obtained  creflit  in  the 

part  of  the  country  wherein  he  dwidt  as  *'  a  clever  draughtsman  of  plans." 
Such  comparatively  mechanical  labour  as  this  could  not  long  suffice  for  the 

active  vigour  of  a  mind  thirsting  after  progress  and  discoverv,  and  the 

glazier-surveyor  (who  was  now  a  nuirried  man  with  a  familv)  was  in 

straitened  circumstances,  and  was   obliged  to   find  some   means  of  avoiding'- 

tig-  37- — Figured  Border  of  an  Enamelled  Dish,  by  Bernard  Palissy. 

actual  want.  AVe  must  refer  to  what  he  himself  says  more  than  a  quarter  of 

a  century  later,  when  success  had  completely  crowned  his  efforts,  for  his 

recollections  of  his  early  and  hazardous  experiments  in  a  new  channel. 

The  source  of  Palissy 's  first  inspiration  as  a  potter  has  been  much  dis- 
puted, but  the  point  is  not  important.  We  find  him  building  an  oven  in  his 

own  house,  taking  into  his  service  a  working  potter,  to  whom,  on  one 

occasion,  when  he  has  no  money  for  the  papnent  of  wages,  he  is  obliged  to 

give  his  0'\^^l  clothes  ;  again  we  find  him  turning,  single-handed,  a  mill  for 

grinding  his  materials  which  ordinarily  required  "  two  powerful  men  "  to 
work  it  ;  then  again,  wounding  his  hands  in  repairing  the  oven  that  the  fire 

cracked,  and  the  bricks  and  mortar  of  which  had  become  "  liquified  and 

vitrified  ;  "  so  that  he  is  obliged  for  several  days  "to  eat  his  soup  ̂ ^'ith  his 

fingers   tied   up   in   rags  ;  "    pushing  the  conscientiousness  and   zeal   of    an 
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experimentalist  so  far  as  to  fall  down  in  a  state  of  insensibility  on  finding 

tliat  tlie  whole  contents  of  an  oven,  on  which  he  had  been  relying,  proved  to 

have  numerous  defects.  In  despite  of  his  poverty  we  see  him  destroying 

pieces  of  work  that  he  considered  were  not  quite  perfect,  though  a  fair  price 

was  offered  him  for  them,  merely  because  "  they  might  bring  discredit  on 

him  and  loss  of  reputation  ;  "  and  finally,  we  see  him  brealdng  up  and 
putting  into  the  fire,  for  want  of  other  fuel,  the  flooring  of  his  house  and  the 
furniture  of  his  humble  abode. 

The  magnificent  discovery  was  the  labour  of  not  less  than  fifteen  years. 

"  To  console  me,"  relates  Palissy,  ''  even  those  from  whom  I  had  a  right 

to  expect  help  laughed  at  me  "  (he  here  alludes  to  his  family — his  wife  and 
children — who  had  not  the  same  unbomided  faith  as  himself  in  the  ultimate 

success  of  his  labours)  ;  ''  they  paraded  the  town  exclaiming  that  I  was 
burning  the  woodwork  of  my  house  ;  thus  was  my  credit  injured,  and  I  was 

looked  upon  as  a  fool.  Others  said  I  was  attempting  to  make  base  coin. 

I  went  about  quite  humiliated,  ashamed  of  myself.  I  owed  money  in  several 

quarters,  and  generall}"  had  two  children  out  at  nurse,  and  not  able  to  pay  the 

cost.  All  ridiculed  me,  saying,  '  He  deserves  to  starve,  because  he  has  given 

up  his  trade.' 
''Struggling  on  in  this  way,  at  the  end  of  ten  years  I  became  so  thin  that 

my  legs  and  arms  had  no  roundness  of  shape  left  about  them ;  my  legs  were 

all  of  a  size  {ioutes  d'une  venue),  so  that  as  soon  as  I  began  to  walk  the 
garters   with  which  I   fastened   my  stockings  used    at   once  to   slip  down, 

stockings  and  all,  on  to  my  heels   For   many  years,  haA^ng  nothing 

wherewith  to  cover  my  ovens,  I  was  exposed  all  night  long  to  the  '^inds 
and  the  rains,  Avithout  receiving  any  help  or  consolation,  except  from  the 

screech-owls  hooting  on  one  side  and  the  dogs  howling  on  the  other   

Sometimes  I  found  myself,  with  all  my  garments  wet  through  from  the  rain, 

going  to  bed  at  midnight  or  at  dawn  of  day ;  and  when  proceeding  in  this 

condition  to  bed,  I  went  reeling  along  ANithout  a  light,  and  stumbling  from 

side  to  side  like  a  man  drunk  with  Avine ;  I  Avas  overcome  by  prcA^ous  sorrow, 

the  more  so  because  after  lon^- continued  Avork  I  saw  niA'  labour  lost.  And 

on  entering  my  chamber  I  found  a  fresh  persecution  awaiting  me — the  com- 

plaints of  my  wife — worse  than  the  fxrst,  and  which  now  makes  me  wonder 

how  it  was  I  did  not  die  of  grief   T  haA'c  been  in  such  anguish  that 

many  and  many  a  time  I  fancied  I  was  at  death's  door." 
At  last,  despite  all  these  obstacles,  disappointments,  physical  and  mental 

suffering,  the  determined  experimentalist  succeeded  in  his  anticipations,  and 

gave  to  the  Avorld  those  Avorks  he  called  rusfics,  and  Avhich  were  so  original 

and  so  beautiful  that  they  had  but  to  be  seen  in  order  to  iuA^te  attention,  and 

to  gain  for  him  all  the  praise,  as  Avell  as  the  profit,  he  deserved. 
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It  was  at  Saintcs  that  Palissy  uiidnw cut  liis  v\\{\v  a|)|)rciiticc>lji|).  A  >li(»i-t 

time  al'l(>r  lie  liad  attained  these  deliiiite  I'esults,  religious  {|iiesti(jns  having; 
caiiscHl  some  disturbanees  in  Saiiit()ii«r(.^  iIk.  (onstalilo  do  MoiitnioreiKv,  who 

had  been  scMit  to  suppress  tlie  Iliifj^uenot  rising-,  had  an  opportunitv  oi'  >eeiii;,r 

Palissy's  woiks  :  ]u»  rcqucHted  that  lie  shoidd  be  ])reseiited  to  him,  and  at 

onec^  (Undared  liiniself  liis  i'ri(>ndly  ])roteetoi-.  And  we  must  take  this  \v(»rd 
protector  in  its  wi(hvsl  sense,  for  th(>  i)otter,  wlu)  liad  xeah)uslv  end)raced  the 

doctrines  of  tlie  lleformation,  ami  n\1io  .subsequent  1\-  preferred  to  be  im- 

prisoned for  life  ratlier  than  abjure  liis  I'aith  (iT  he  did  not  die  in  ilie 
33astille,  at  least  he  was  imprisoned  there  at  the  time  of  tlii'  Massacre  of 

St.  Bartholomew^,  indeed  required  protection,  as  much  for  the  exercise 

of   liberty  of    conscience    as    for   carryino^    on    his    artistic    labours.       After 

Fig.  38.— Ornamentation  on  Pottery  by  Bernard  Palissy. 

Montmorency  had  commissioned  him  to  execute  some  considerable  works, 

which  also  gained  him  the  patronage  of  seyeral  important  personages,  he 
obtained  for  him  the  fa  your  of  royalty.  Palissy  was  simimoned  to  Paris,  and 

receiyed  the  title  of  ''  inyenteur  des  rustiques  figulines  dii  roi  et  de  la  reine- 

mere " — Henri  II.  and  Catherine  de  Medicis.  lie  was  lodged  in  the 
Tuileries,  and  was  not  long  there  before  he  became  renowned,  not  only 

for  his  ceramic  productions,  but  also  for  his  scientific  knowledge. 

In  some  building  operations  undertaken  a  few  years  ago  at  the  Tuileries, 

the  workshop  of  Bernard  Palissy  was  discoyered,  being  recognised  by 

fragments  and  yarious  pieces  of  enamelled  pottery  with  figures  in  relieyo. 

Among  these  was  found  a  laro^e  fraorment  of  the  dish  known  as  the  Bap- 

tismal  Dish,  on  account  of  the  subject  represented  thereon.  In  July,  I860, 

while  excayating  in  the  part  of   the   palace  where  the  "  Salle  des  Etats " 



56 

CERAMIC  ART. 

has  been  built,  the  workmen  discovered,  below  the  level  of  the  surface  soil,  two 

ovens  for  baking  pottery,  in  a  tolerably  good  state  of  preservation.  One  con- 

tained pieces  of  those  muffles  (gazettes^  Palissy  is  said  to  have  invented,  which 

were  employed  in  baking  delicate  pieces  of  work — imprints  of  various  kinds  of 

ornaments,  and  figures  in  alto-relievo.  Two  of  these  are  described  by  Palissy 

himself  in  the  "  Devis  d'une  grotte  pour  la  royne,  mere  du  roy." 
M.  Jacqucmart  says  of  Palissy  ware  :  "It  is  remarkable  in  more  ways 

than  one — for  its  white  paste  with  a  shade  of  yellowish  grey,  for  its  hardness, 
and  its  infusibility,  equalling  that  of  fine  earthenware  or  pipeclay.  These 

give  it  a  special  character  that  distinguishes  it  from  Italian  productions,  the 

Figs.  39  and  40. — Fragments  of  Figures  of  which  the  moulds  have  been  found  in  one  of  Paliss)''s  Ovens 
at  the  Tuileries. 

clay  of  which  is  of  a  dirty  and  dusky  red.  The  enamel  has  great  brilliancy  ; 

it  is  hard,  and  is  not  unfrequently  wavy  (tresaiUe).  The  colours  vary  a  little, 

but  they  are  bright — pure  yellow,  yellow  ochre,  indigo  blue,  grey  blue, 

emerald  green  produced  from  copper,  yellow  green,  violet  brown,  and 

manganese  violet.  As  for  the  white,  it  is  somewhat  dull,  and  cannot  be 

compared  with  Luca  della  Pobbia  ware ;  wherefore  the  most  persevering 

researches  of  Palissy,  who  invented  all  the  processes  which  he  employed  in 

his  work,  aimed  at  the  attainment  of  greater  brilliancy.  The  under  part  of 

Palissy  ware  is  never  of  a  uniform  tone  of  colour ;  it  is  spotted  or  tinted 

with  blue,  yellow,  and  violet  brown. 
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"Tt  would  be  oxcccdino-ly  (liflicult,  ik,!  i,,  say  iiupossil,!,.,  to  cnuinerute 
the  various  shapes  li(>  was  able  to  give  to  his  eiiainellcd  ware.  ( 'omlnning  in 
himseir  all  the  aitistic  tak'iit  ol'  his  day,  he  was  ;.t  tlie  same  tiin*-  a  skiliul 
designer  and  an  intelligent  nu.dclh.r;  and  thii.  he  discovered  a  thousand 
resources  for  the  display  of  elegance  and  rit-hness ;  soinctiines  in  the  iiiulti- 
idicity  of  relievos  and    in   the  outline  of  his   vases,   sometimes    in    the   mere 

Fig.  41.— Goblet,  bj-  Bernard  Palissy.     ̂ Museum  of  the  Louvre.) 

application  of  colour   In  many  of  his  productions,  particularly  dishes 

and  bowls,  natural  objects  are  represented  with  astonishing  truthfulness 

as  to  form  and  colour ;  nearly  all  these  are  modelled  from  nature,  and 

grouped  with  perfect  taste.  From  the  lower  surface,  rippled  by  streams  of 

water  in  which  fish  of  the  river  Seine  are  swimming,  coiled  reptiles  rise 

gracefully  from  among  fossil  shells   (we  must  remember  that  Palissy  was  a 
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geologist),  found  in  the  tertiary  strata  of  Paris;  on  the  marli  (the  sloping 

edge  of  the  dish),  amidst  delicate  ferns  arranged  in  masses,  lizards,  crayfish, 

and  large-bodied  frogs  climb  and  jump  (Fig.  42).  The  accuracy  of  their 

movements,  the  truth  of  tones  produced  by  a  limited  variety  of  colours — all 

indicate  a  close  observer.  AYe  must  not,  however,  form  our  opinion  of 

Palissy  from  these  rustic  works  alone,  but  also  from  his  vases,  where  he 

introduced  all  the  ornamental  richness  of  those  times,  and  on  which  he  took 

a  pleasure  in  developing  all  his  fertility  of  composition  and  his  knowledge  as 
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a  dosip^ner   On  lliis   pdint  Pali>-y  followed  tlio   samo  law  to  whit-h  all 

artists  of  tlio  sixteenth  ccnturv  were  subject — lie  was  a  worker  in  preeious 
metals.  By  their  graceful  originality,  their  fringed  (/rangers)  borders,  their 
figured  aceessories,  these  vases  put  us  in  mind  ol  metal.  How  could  it  have 

been  otherwise  ?  AVas  not  Benvenuto  Cellini  at  that  time,  wc  will  not  siiy 

the  object  of  all  imitations,  for  this  would  be  an  insult  to  the  skilful  artists 

of  tliat  period,  but  at  all  events  the  ideal  towards  which  tlie  inspirations  of 

others  were  directed  ?  As  regards  the  human  figure,  Talissy's  constant 
endeavour  was  to  approach  the  Italian  type  ;  and  as  doubtless  the  schocd  of 

Fontainebleau  furnished  him  with   most  of  his  models,  in  the  greater  part  of 

4^ 

tig.  43.— Foui -handle  Water-jug. 
German  ware 

of  the  Sixteenth  Centurj*. 

Fig.  44. — Ei,'g-siiaped  Coffee-pot. 
German  ware 

of  the  Sixteenth  Centur\'. 

his  figures  wc  trace  that  graceful  elongation  of  form,  that  elegant  simplicity, 

which  fall  into  mannerism  in  the  works  of  Jean  Goujon  (Figs.  43  and  44). 

"  Palissy  did  not  limit  himself  to  the  production  of  small  and  moderate- 
sized  vases  for  ornamenting  sideboards,  buffets,  tables,  and  brackets ;  he 

raised  pottery  to  the  most  gigantic  proportions  in  his  riistiques  fguIincSy 

intended  as  ornaments  for  gardens,  grottoes,  fountains,  and  the  halls  of 

stately  mansions.  The  castles  of  Xesle  and  of  Chaulnes,  of  Reux  and  of 

Ecouen,  and  the  garden  of  the  Tuileries,  contained  some  remarkable 

specimens.  All  have  perished  with  the  devastation  of  the  buildings  in 

which  they  stood  ;  a  single  fragment  of  a  capital,  preserved  in  the  Museum 

of  Sevres,  proves  the  truthfulness  of  the  writers  of  the  sixteenth  century 

regarding  the  monumental  creations  of  the  potter  of  Saintes. 
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*'  After  tlie  deatli  of  Pali.ssy,  in  1089,  tlie  art  which  he  created  declined 

rajDidly,  until  soon  it  almost  completely  disappeared  in  France." 
This  latter  remark  has  reference  to  the  style  which  was  peculiarly  of 

Palissy's  own  invention,  and  not  to  the  production  of  ceramic  works 
generally  ;  though  the  art  failed  not  to  give  evidence  of  a  certain  vitality, 

it  employed  as  guides  or  models  the  fanciful  examples  of  Italian  ware,  in 

preference  to  the  really  masterly  specimens  of  the  French  artist.  Among 

the  different  centres  of  manufacture "  which,  at  that  period,  were  deserving 
of  notoriety,  we  must  specially  name  Xevers,  whence  came  numerous 

examples  characterised  by  subjects  taken  from  biblical  narratives,  as  well 

as  from  Roman  and  contemporaneous  times  ;  Rouen,  where  the  manufacture 

probably  was  not  of  an  earlier  date  than  the  beginning  of  the  seventeenth 

century,  and  which  evidently  had  to  provide  its  full  supply  of  dishes  for 

the  table  when,  owing  to  the  heavy  expenses  of  war,  the  courtiers,  following 

the  example  of  Louis  XI Y.,  sent  their  plate  to  the  ixdnt,  and  "se  mi  rent  en 

faience/'  "  took  to  earthenware,"  as  Saint-Simon  says.  Lastly,  we  have 
Montreuil-sur-Mer,  which,  if  we  are  to  credit  the  specimens  collected  in  the 

district  by  M.  Boucher  de  Perthes,  one  of  our  most  learned  antiquarians, 

possessed  a  manufactory  that  produced  some  remarkable  "open-work"  vases. 
Let  us  also  mention  the  Dutch  pottery,  called  De/ff,  which,  in  the 

beginning  of  the  seventeenth  century,  began  to  find  a  place  on  all  side- 

boards and  dressers..  According  to  M.  Brongniart,  it  came  from  a 

manufactory  founded  prior,  perhaps,  to  the  sixteenth  century.  AVe  also 

instance  the  fine  earthenware,  in  relievo,  manufactured  with  undoubted 

ability  in  Germany,  especially  in  the  town  of  Xuremberg.  In  the  Louvre 

and  Cluny  Museums  may  be  seen  magnificent  specimens  of  enamelled  slabs 

and  vases  of  architectural  forms,  ornamented  with  figures.  Majolica  was 

equally  esteemed  on  the  banks  of  the  Bhine.  Many  specimens  are  found, 

dating  from  the  latest  years  of  the  sixteenth  century,  in  which  identity  of 

form  or  similarity  of  paste  had  led  to  their  being,  at  first,  classified  among 

Italian  majolica.  However,  the  majority  of  these  examples,  ornamented  with 

escutcheons  and  arabesques,  combined  generally  with  Latin  or  German 

inscriptions,  bear  on  the  reverse  a  cipher  in  Gothic  letters,  leaving  no  doubt 

as  to  the  artist's  country. 

Xow  a  word  on  a  question  we  ought  not  to  pass  in  silence,  though  it  3'et 
remains  unanswered,  and  doubtless  will  never  be  explained. 

VThy  is  this  name  of  faience  commonly  given  in  France,  almost  from  the 

revival  of  the  ceramic  art,  to  the  productions  of  the  new  industry  ?  Some 

say,  "  because  Faenza  was  the  first  Itahan  manufactory'  to  introduce  painted 

and  ornamented  potteries  into  France,  where  it  acquired  great  reputation." 
Others  discover  in  France  itself,  a  small  town  called  Faience,  near  Frejus,  in 
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Provence,  *' wlicro  the  iiKiimfactuiH'  ol"  ciiiiincllrd  class  was  in  full  activity 

before  there  was  any  evidence  of  it  elscwliere  ;  "  and  thus  it  gave  its  name  to 
the  pottery  called  )n(ijo}ica  hy  the  Italians.  This  wouM  he  n((thiij<^  less  tlian 

to  de})i'I\('  Luca  di'lla  Ivohhia  (»i  the  merit  of  ])ri()rity.  Unfortunately  for 
this  hist  opinion,  those  who  hold  it  cannot  produce  in  its  suj)port  any  certain 

details  of  the  productions  ascribed  to  that  locality,  which  by  theii*  very 
celebrity  ought  to  have  been  safe  from  destruction. 

Though  scarcely  lying  in  the  province  to  which  our  observations  have 

hitherto  been  limitcnl,  W(*  must  here  notice  the  small  group  of  producti<jn.s 

which  are  kno\\  n  by  connoisseurs  under  the  title  o{  faiences  fines  (Vllrnri  II.  : 

of  these  then^  ar(»  not  more  than  forty*  authenticated  s])ecimens.     The  locality 

Fig.  45.— Ornament  of  a  Dish,  Italian  ware.    (Collection  of  M.  le  Baron  Alph.  de  Rothschild.) 

of  this  manufacture,  which  seems,  so  to  speak,  to  have  been  isolated — for  the 

ware  is  unlike  any  contemporaneous  productions — is  quite  unknown.  '*  'W  e 
only  know,"  says  M.  Jacquemart,  "that  most  of  the  examples  came  from  the 
south-west  of  France,  from  Saumur,  from  Tours,  and  especially  from  Thouars. 

As  to  the  date,  it  is  indelibly  inscribed  on  the  specimens,  some  having  the 

salamander  of  Francis  I.,  others  the  anns  of  France  ̂ vith  three  crescents 

interlaced,  the  emblem  adopted  by  Henri  II.  They  consist  of  cups,  ewers, 

drinking- vases,  oval  sugar-basins,  salt-cellars,  and  candlesticks.  The  form  is 

ornate  and  pure,  and  is  relieved  by  elegant  mouldings.  On  the  clay — a 
yellowish  white  covered  with  a  crystallized  varnish,  the  basis  of  which  is  lead 

and  consequently  transparent — wind  bands  of  yellow  ochre  bordered  with 

dark  brown,  and  interlaced  w^th  all  the  inventive  richness  which  characterized 

the  period ;  fine  arabesques  in  green,  ̂ ^olet,  black,  and  occasionally  in  red, 

enhance  this  decoration." 

♦  Fifty-three  pieces  are  now  known. — A. 
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Mucli  searcli  lias  been  made,  but  as  yet  witliout  any  reliable  result,  for 

tlie  name  of  tbe  artist  to  whom  might  be  attributed  the  creation  of  these 

works,  and  of  the  individual  style  they  denote.* 
However  this  may  be,  if  England  claims  the  first  application  of  pipeclay 

to  fine  earthenware,  the  French  can,  by  shoA\dng  her  the  Henri  II.  faience, 

prove  that,  two  hundred  years  before,  an  unknoT\TL  artist  in  France  was 

setting  an  example  in  that  art  in  which  England  now  prides  herself. 

*  These  doubts  have  been  finally  dispelled  by  the  j)atient  researches  of  the  late  M. 
Benjamin  Fillon.  The  manufacture  of  what  is  now  commonly  known  as  Oiron  Faience  was 
originated  at  the  chateau  of  that  name,  near  Thouars,  by  Helene  de  Hangest,  Dame  de  Boissy, 
widow  of  Arthur  Gouffier,  governor  of  Francis  I.  Under  her  supervision  the  famous  pottery 
was  executed  by  Jehan  Bernart  and  Francois  Charpentier,  whose  names  have  been  preserved  in 
a  deed,  under  date  1529,  by  which  the  dame  grants  them  the  fee  simple  of  the  house  and  orchard 
in  which  oven  and  workshops  were  situated.  After  the  death  of  Helene,  in  1537,  the  manufac- 

ture was  carried  on  under  the  wing  of  her  son,  Claude  Gouffier,  who  was  unable  to  help  with  his 

taste  or  to  exercise  his  mother's  close  supervision.  After  the  death  of  Bernart  and  Charpentier 
the  whole  enterprise  came  to  a  rapid  end. — A. 



ARMS  AND  AKMOLII. 

Arms  of  the  Time  of  ChHrl»*magne— Arms  of  the  Normnns  at  the  Time  of  the  Corxiucst  of 
England. — Progress  of  Armour  under  the  InJluenco  of  tlie  Crusade-i. — The  Coat  of  Mail. — 

The  Crosbbow. — The  Hauberk  and  the  Iloqueton. — The  Helmet,  the  Hat  of  Iron,  the 

Cervelit^re,  the  Greaves,  and  the  Gauntk't ;  the  Breastplate  and  the  Cuinh. — The  Cis^jue 
with  Vizor. — Plain  Armour  and  Kibbcd  Armour.— TJie  Salado  Helmet. — Costliness  of 

Armour. —  Invention  of  Gunpowder.  — Bombards.  —  Hand-Cannons. — The  Culverin,  the 
Falconet. — The  Arquebus  with  Metal-holder,  with  Match,  and  with  Wheel. — The  Gun  and 
the  Pistol. 

11 H  most  ancient  and  authentic  document  relatinfr  to  war- 

•e  in  the  eleventh  century  is  the  Baj'cux  tapestry. 
is  enough  to  examine  that  complex,    illustrated 

rative  of  the  conquest  of  England  in  lOGG,  to  learu 

what  was  then  the  general  aspect  of  war  ;  and 

if  we  can  rely  on  the  testimony  of  miniatures 

from  the  time  of  Charlemagne,  Roman  customs 
are  recalled  in  the  costume  and  anus  of  warriors 

in  the  eighth  and  ninth  centuries  (Fig.  46). 

In  the  middle  of  the  ninth  century  the  Xormans  introduced  into  France 

an  entire  series  of  defensive  -  arms  entirely  novel,  at  least  in  fonn,  namely, 

coats  of  chain  mail  and  of  iron  scales,  conical  caps,  and  pear-shaped  shields. 

In  the  Bayeiix  tapestry  the  army  of  ̂ Villiam  is  composed  of  three  differ- 

ent bodies  of  troops  :  archers,  or  light  infantry,  armed  with  arrows  and  darts ; 

foot- soldiers,  or  heavy  infantry,  using  weightier  arms,  and  clad  in  iron  mail ; 

and  cavalry,  in  the. midst  of  which  figures  the  Duke  William  (Fig.  47). 

The  costume  shows  little  variety ;  only  two  sorts  of  accoutrements  are 

observable.  One  is  a  plain  coat,  worn  by  men  who  have  no  helmet,  evidently 

inferior  soldiers ;  the  other  is  covered  with  iron  rings,  and  extends  from 

the  shoulders  to  the  knees.  This  belongs  only  to  warriors  who.se  head-dres.s 

is  a  narrow,  conical  helmet,  with  a  cover  for  the  nape  of  the  neck  (Fig.  48), 

and  a  nose-piece. 

Some  of  the  horsemen  thus  encased  have  boots  and  stirrups,  others  are 

without  them,  and  even  wear  no  spurs.  Their  shields  are  convex,  secured  to 

the  arm  by  a  leathern  strap,  generally  circular  at  top,  and  terminating  in  a 

point  below.  Some,  however,  are  polygonal  and  convex,  and  in  the  centre 

show  a  rather  long  point. 
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Offensive  arms  are  swords,  axes,  lances,  javelins,  bows  and  arrows.  The 

swords  are  long,  of  uniform  width  nearly  to  the  extremity,  which  comes 

abruptly  to  a  point,  and  have  heavy,  strong  hilts.  The  axes  exhibit  no 

remarkable  peculiarity.  The  spears  terminate  in  a  sharp  iron  point,  equal  in 

length  to  one- sixth  of  the  handle.  "We  see  also  clubs,  maces,  and  pronged 
staves  [batons  fourchiisy 

The  sling  is  not  to  be  found  in  the  hands  of  any  warrior ;  but  it  is 

remarkable  that,  in  the  border  of  the  tapestry,  it  is  used  by  a  peasant  aiming 

at  a  bird ;  from  which  it  may  be  inferred  that  the  slins:  had  become  a  mere 

weapon  for  field-sport.  Moreover,  this  was  also  the  case  with  the  bow  among 
the  French,  which  was  again  held  in  honour  after  the  advent  of  the  Xormans, 

Fig.  46. — Gallo-Roraano  Soldiers.     Fac-simile  of  Miniatures  in  the  ̂ IS.  of  Prudentius.     ^Xat.  Library  of  Paris.) 

especially  since  the  latter  could  ascribe  to  it  their  success  at  the  battle  of 

Hastings,  where  Harold,  the  opponent  of  AVilliam,  was  killed  by  an  arrow. 

Nevertheless,  the  statutes  of  the  Conqueror,  who  himself  excelled  with  the 

bow,  did  not  include  that  weapon  among  tho.se  of  the  nobility. 

From  the  conquest  of  the  Xormans  to  the  Crusades,  we  scarcely  find  any- 

thing worth  notice,  except  the  adoption  of  a  very  miu'derous  implement,  the 
flail ;  it  was  formed  of  iron  balls  studded  with  2)oints,  and  attached  to  the  end 

of  a  strong  staff  by  small  chains. 

Prior  to  the  first  crusade  we  had  no  knowledge  of  iron  chain-work,  of 

which  the  Orientals  made  defensive  helmets,  but  we  imitated  it  only  in  a 

heavy  and  clumsy  manner  The  experience  gathered  in  the  eastern  wars  was 

utilised  to  produce  a  network  of  iron  which  sliould  be  at  once  light,  flexible. 
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and  not  easily  pciR'trabK'.      \W\  it  was  not  until  the  timo  of  I'liilip  Au^^ni.stus 
and  Louis  IX.  (the  tliirteentli  century)  tliat  the  u-c  (d"  mail   in cmne   ^^eiuTal 
(Fig.  r>()). 

In  tlie  reign  of  Louis  le  Gros  (twelfth  century)  we  see  the  lir.^t  attempt 
at  a  movable  vi/or  adapted  to  llie  conical  lielmet  of  the  Nonnans ;  and  to 

the  sanu^  period  must  be  referred  the  invention  of  the  crossbow;  or,  it  may 
rather  be  said  tliat  a  stock,  or  arhrivv,  was  added  to  the  bow,  wlucli  aiforded 

great(>r  facility  for  stretcliing  the  string,  and  also  aided  in  directing  the 
arrow.  This  new  weapon,  after  being  exclusively  used  in  the  chase,  apix'ured 
in  warfare;  but,  in  lloO,  Pope  Innocent  II.,  contirndng  the  decisions  of  the 

Fig.  47.— King  William,  as  represented  on 
his  seal. Fig.  48. — Lancer  of  William's  Army. 

I^ateran  Council,  which  had  condemned  it  as  too  destructive,  prohibited  its 

use.  It  was  not  restored  to  favour  until  the  third  crusade,  under  Eichard 
Cocur  de  Lion. 

During  the  first  crusade,  barons  and  knights  wore  a  hauberk  of  links  of 

iron  or  steel.  Every  warrior  had  a  helmet — silver-plated  for  royalty,  of  steel 

for  nobles,  and  of  iron  for  the  private  soldiers.  The  crusaders  used  the  lance, 

the  sword,  a  kind  of  dagger  called  mhericorde^  the  club  and  the  battle-axe, 
the  sling  and  the  bow. 

Towards  the  middle  of  the  twelfth  century,  the  iron  breastplate  is  said  to 

have  been  introduced ;  it  was  placed  over  the  chest  to  support  the  hauberk, 

the  direct  pressure  of  which  had  been  found  detrimental  to  health.     But  no 
r 
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description  of  it  is  to  bo  met  with  in  those  romances  in  which  the  best  docu- 

mentary evidence  regarding  the  armour  of  the  twelfth  and  thirteenth  centuries 
is  to  be  found. 

Under  Philip  Augustus  the  conical  helmet  assumed  a  cylindrical  form  ;  to 

this  was  occasionally  added  a  vizor  called  ventail^  intended  to  protect  the  face. 

Richard  I.  of  England  is  represented  on  his  seal  with  this  kind  of  helmet ; 

level  with  the  eyes  and  also  at  the  height  of  the  mouth  are  horizontal  slits, 

which  admit  of  seeing  and  breathing.  Still  the  use  of  the  conical  helmet 

without  vizor  and  nose-piece  was  retained  even  to  the  thirteenth  century  in 

Spain,  as  is  proved  by  that  worn  by  James  I.,  King  of  Aragon  (Fig.  51), 

which  is  preserved  in  the  E-oyal  Armoury  at  Madrid. 

In  the  third  crusade  the  use  of  the  sur-coat  became  general.     Its  purpose, 

Fig.  49. — Xorman  Archer, Fig.  50. — King  John,  as  represented  on  his 
seal.     Reproduced  by  Meyrick. 

at  first,  was  only  to  mitigate  the  insupportable  effect  of  the  rays  of  an 

Eastern  sun  on  metal  armour.  It  was  soon  taken  advantage  of,  however,  to 

distinguish  different  nations  marching  under  the  standard  of  the  Cross  (Fig. 

52) .  It  was  then  made  of  the  richest  stuffs,  and  embroidered  in  gold  or  silver 
with  excessive  refinement. 

Slingers  disappeared  from  the  French  armies  after  the  reign  of  St.  Louis. 

As  for  the  archers,  those  of  England  at  that  time  wore  a  leathern  jacket, 

adopted  subsequently  by  the  French  archers,  and  called  jacque  cVAnglois. 

Thejacque  became  the  fashion  in  France,  was  made  in  every  kind  of  costly 

material,  and  continued  in  use  until  the  end  of  the  fourteenth  century ; 

Charles  YI.  wore  one  of  black  velvet  durino:  a  iournev  he  made  to  Brittanv. Out/  f 

The  casque,  or  helmet,  from  that  time  enclosing  the  head  entirely, 
assumed  a  barrel  form  under  St.  Louis.     In  addition  to  the  helmet  there  was 
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also  worn  the  cJiaprl  de  fc)\  at  first  a  simple  rap  uiidcriu'ath  the  hocxl  of  the 
hauberk,  but  afterwards  a  liat  almost  of  the  form  of  the  felts  now  in  une. 
To  protect  the  neck  there  was  also  attached  to  the  riui  of  the  hat  a  tip|>et  of 
mail,  falling  on  the  shoulders,  and  called  ramail.  Tin-  iron  cap  then  took  the 
name  of  coiffre  or  cervc/ihr,  and  later  it  became  a  kind  of  reversed  pr>t  con- 
cealino:  the  entire  head,  and  kept  in  posititm  by  its  wei«rht  only  (Fig.  o.'J). 

Throughout  this  (leveloi)ment  the  tendency  had  been  towards  a  complete 
case  of  iron.  A  king  of  Scotland,  of  the  thirteenth  century,  is  represented 
on  his  seal  with  a  plate  of  armour  to  protect  the  elbow.  The  knee-cap 
followed.  Under  Philip  the  Bold,  successor  of  St.  Louis,  the  iron  fjreviires 
(greaves),  to  protect  the  front  of  the  legs,  were  adopted.  In  the  reign  of 
Philip  the  Fair  we  have  the  first  example  of  an  iron  gauntlet  with  its 
fingers  separate  and  jointed  ;  previously  it  was  merely  an  inflexible  piece 
covering  the  back  of  the  hand.     About  th(^  same  time  the  ceneliere,  either 

Fig.  51. — Helmet  of  Don  Jaime  el  Conquistador.    (Royal  Armoury,  Madrid.) 

flat  or  spherical,  became  pointed  at  the  top,  and  took  the  name  of  bassinet ; 

but  this  bassinet  was  unlike  the  casque  which,  in  the  following  century, 

retained  that  name,  and  was  made  completely  closed.  The  exact  period,  of  the 

transition  from  mailed  annour  to  that  of  plain  iron  or  steel,  called  also  plate- 

armour,  dates  fi'om  the  first  thirty  years  of  the  fifteenth  century  (Fig.  00). 

The  annals  of  Florence  contain  a  statue  of  1315,  requiring  ever}-  horse- 

man se^^'ing  in  a  campaign  to  have  a  helmet,  a  breastplate,  gauntlets,  cuishes, 

and  leg-pieces,  all  of  iron  ;  but  in  France  and  England  the  whole  of  these 

pieces  were  not  adopted  until  somewhat  later. 

About  the  same  period  some  portions  of  iron  horse-armour  began  to  make 

their  appearance.  TVe  find  entered  in  the  inventory  of  the  armour  of  Louis  X., 

a  chanfrein  (a  plate  of  iron  fastened  on  the  horse's  forehead). 
The  crossbow,  for  some  time  prohibited  by  ecclesiastical  authority,  wa^  the 

F  2 
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■weapon  most  in  use  in  France  at  this  period.  It  had  the  double  advantage  of 

being  drawn  ̂ ^'ith  more  power  than  the  ordinary  bow,  and  of  throwing  its 
bolts  with  greater  precision,  and  a  lower  trajectory.  Historians  say  that  at 

Crecy,  in  134G,  there  were  fifteen  thousand  crossbow-inen  in  the  French 

army.  The  Genoese  were  considered  the  most  skilful  in  Europe ;  and  next, 

those  of  Paris.  A  manuscript  in  the  British  Museum  shows  them  wearing 

iron  helmets,  brassarts,  and  leg-pieces  ;    and  for  body-covering,  jackets  with 

Fig.  52. — Knight  in  his  Hauberk  (after  Meyrick). 

long,  hanging  sleeves.  While  the  bowmen  had  both  hands  occu2:)ied  in  dis- 

charging their  arrows,  shield-bearers  were  employed  to  protect  them  (Fig.  57). 
Under  John  the  Good,  that  is  in  the  middle  of  the  fourteenth  century, 

plate  armour  was  generally  adopted  ;  the  long  coat  of  mail,  heavier  and  less 

convenient,  was  entirely  abandoned ;  but  chain-armour  still  covered  certain 

parts  of  the  body  not  jet  protected  by  iron  plates.  The  bassinet,  then  very 

pointed,  was  furnished  with  mail,  covering  the  neck  and  a  jDortion  of  the 

shoulders.  The  upper  part  of  the  arm  was  protected  by  a  half-armlet,  called 

the  epauletU,  but  the  lower  j)art  was  provided  with  mail. 
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OniaiiK'uts  bt'guii  to  hv  introduced  in  iinnour  in  the  roi<,m  of  Charles  \'.; 
until  tliat  time  it  liad  a  siniplc  and  ])lain  appcaranct',  l)ut  now  cn^M-aving 

and  cliasing  bcranio  connuon.  In  the  time  ol"  Oiarlcs  \'J,,  lour  or  live 

flexible  plates,  called  J'aldix,  were  devisid  to  ]iroti'cl  the  l(jwcr  i)art  of  the 
stomaeli  without  iinpedin<>-  the  moveinents  ol"  tlie  body.  A  little  later. 

tasscffcs  were  added  ;  they  were  attaehed  to  the  top  <A'  tlic  thi«,di  to  g-uard 
tlu^  liips  and  tlie  gi'oin. 

It  ai)pears  tliat  at  this  peiiod  the  artisans  of  Milan  were  especially 

renowned  for  tlie  nianufaeturc  of  armour;  for  Froissart  relates  that  He  iirv  1  \'., 

Kin^i^  of  Kni>-land,  wlu^n  J)uke  of  lb  rel'ord,  and  i)reparing  to  enter  the  lists 
with  tlu*  Duke  of  Xorfolk,  requested  armour  from  Glaleazzo,  Duke  of  Milan, 

who  sent  it  with  four  ̂ lilaiiese  armourers.  The  swords  and  spears  made 

at  Toulouse  and  at  Bordeaux  were  also  held  in  great  repute ;  so  also  were 

the  double-hauded  swords  in  use  from  the  middle  of  the  thirteenth  eenturv, 

^  'K-  53- — Helmet  of  Hughes,  \'idame  of  Chalons. 
(End  of  Thirteenth  Century.) 

F'&'  54- — Tournament  Helmet,  screwed  on  the 

Breastplate.    (End  of  Fifteenth  Centurj-.) 

and  manufactured  at  Lubeck,  in  Gennany.  The  steel  helmets  of  Montauban 

were  also  much  in  request. 

Towards  the  commencement  of  the  fifteenth  century,  war-engines  distinct 

from  those  in  which  powder  ̂ ^■as  used  had  attained  a  remarkable  degree  of 
perfection.  AVlien  John  the  Fearless,  Duke  of  Burgundy,  marched  upon 

Paris,  in  1411,  there  was  with  his  army  a  considerable  number  of  machines 

called  rihaudequins,  a  species  of  gigantic  crossbow  drawn  by  a  horse,  which 

threw  javelins  to  a  great  distance. 

Under  Charles  YII.,  the  breastplate  of  the  cuirass  was  composed  of  two 

parts  :  one  covered  the  breast ;  the  other,  reaching  to  the  hips,  protected 

the  stomach,  and  was  attached  to  the  former  by  clasps  and  leather  straps. 

Generally  the  breastplate  was  boldly  convex. 

Taught  by  the  disastrous  defeat  of  Agincourt — where  ten  thousand  men, 
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of  whom  eio-ht  tliousand  were  of  the  nobihtv,  had  fallen  owino:  to  the 

precision  and  celerity  of  the  English  archers — Charles  YII.  instituted  in 
France  the  franc  archer  (Fig.  58),  who  wore  the  salade  and  the  jacket  or 

hrigandine,  and  carried  dagger,  sword,  bow  or  crossbow,  and  quiver.  These 

archers  were  exempt  from  all  taxes,  their  equipments  were  not  distrainable 

for  debts,  and  duiing  war  they  received  pay  at  the  rate  of  foui'  livres  a 
month. 

The  salade  was  pre-eminently  the  helmet  of  the  epoch  of  Charles  YII. 

At  first  it  was  a  headdi^ess    for  war,  composed  of   a  simple  cap,   covering 

rig-  55- — Plain  Armour  of  the  Fifteenth  Century,  about  1460.     (Artillery  Museum,  Paris.) 

the  top  of  the  head,  with  a  pendent  piece  of  metal  of  greater  or  less  length 
at  the  back,  which  sometimes  was  made  for  protecting  the  neck,  and  some- 

times to  guard  a  portion  of  the  shoulders.  Towards  the  end  of  the  fifteenth 

century  a  small  vizor  was  added  to  the  salade ;  this  was  gradually  lengthened 

downwards  to  near  the  upper  lip,  and  a  narrow  opening  was  then  made  in  it 

for  the  sight.  In  the  reign  of  Louis  XII.  the  salade  received  a  chin-piece, 

the  lower  part  of  which  was  a  gorget,  surroimding  and  protecting  the  neck. 

The  top  of  ihe  cuirass  had  a  cord,  to  which  was  attached  the  salade. 

The  hrigandine  was  composed  of  small  plates  of  steel  or  iron  arranged  like 
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fishes'  scales  on  a  stronp^  piece  of  leatlier,  and  slitclied  or  fixed  with  wire.  A 
decree  of  Peter  IT.,  Duke  of  Ihitlany,  issued  in  HOG,  ordered  the  ntibk-s  to 

equip  themselves  as  archers  in  hri^^andines,  if  they  knew  how  to  use  arrows ; 

but  otherwise,  to  be  provided  witli  f/K/sarmrs,  witli  o^ood  sahulea,  and  leg- 

armour;  each  noble  was  to  be  attended  by  one  count illirr,  aud  to  have  two 

good  horses.     The  gaiaarmv  was  a  sort  of  two-edged  and  pointed  javelin. 

Fig.  56.— Convex  Armour  of  the  Fifteenth  Century,  said  to  be  that  of  Maximilian.    (Artillery  Museum,  Paris.) 

The  coiistilUer  was  a  foot-soldier,  or  a  horseman,  whose  duty  it  was  to  act  as  a 

servant  to  the  nobleman,  and  to  carry  the  coustiUe,  a  long  slender  sword,  tri- 

angular or  square,  apparently  resembling  the  foil  in  our  fencing-rooms 

About  this  period  French  noblemen  displayed  much  magnificence  in  the 

adornment  of  the  chaufrcin  of  their  horses.  For  instance,  we  know  that  at 

the  siege  of  Harflcur,  in  1449,  the  charger  of  the  Coimt  de  Saint-Pol  had  on 

its  head  a  massive  gold  chanfrein,  of  the  most  delicate  work,  valued  at  not 
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less  than  twenty  tliousand  crowns.  In  the  same  year,  at  the  siege  of 

Bayonne,  the  Count  de  Foix  entered  the  conquered  city  mounted  on  a  horse 

whose  chanfrein  of  poHshed  steel  was  enriched  with  gold  and  precious  stones 

to  the  value  of  fifteen  thousand  gold  cro^sTis. 

Half  a  century  later  chargers  wore,  besides  the  chanfrein,  the  manefaire, 

protecting  the  neck,  the  poitrail,  the  croupiere,  the  Hancois,  which  respectively 

covered  the  chest,  the  back,  and  the  flanks  of  the  horse  ;  and  to  these  was 

added  another  piece  of  armour  placed  under  the  tail. 

Louis   XII.  was    the  first   to  adixdt    Greek   mercenaries  into  his   army. 

F'g-  57- — Crossbow  Men  protected  by  Shield-bearers  (Fifteenth  Centurj').    After  a  Miniature  from 
the  Chronicles  of  Froissart.     (MS.  Bibl.  Nat.  de  Paris.) 

These  were  named  stradiots  ;  they  tendered  their  military  services  equally  to 

both  Turks  and  Christians.  The  armour  of  these  troops  consisted  of  a  cuirass 

with  sleeves  and  gauntlets  in  mail,  and  over  this  a  jacket ;  on  their  head  a 

vizorless  helmet  was  worn.  The  stradiots  were  armed  with  a  large  sword, 

called  a  hmquemart,  much  resembling  the  Turkish  sword,  but  with  a  cross 

handle ;  the  sword  and  its  scabbard  were  ornamented  mth  Grecian  devices. 

They  carried  in  addition  several  small  arms  at  the  saddle-bow,  and  also  a 

zagayey  a  very  long  lance,  ti232)ed  at  both  extremities  with  iron. 

At  this  period  also  was  introduced  the  pertuisane,  or  partisan,  the  blade  of 

which,  wider  than  that  of  the  lance,  curved  slightly  from  the  handle.     There 
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Avcro  at  that  time  two  kinds  oi'  crossbows — one  for  (li.schar^iii^  bolts,  tlu? 
i)\\\vv  for  biilk'ls.  The  bow  was  drawn  by  means  of  a  mouliiirt^  a  kin<l  of 
liand  \\lneli. 

In   tlie    rei<»-n   of   Franeis    1.  embossed   or   I'ibbed  armour  was   in   fa>hinn 

Fig.  5S. — Franc  Archers  ̂ Fifteenth  Centur)).    From  the  Painted  Hangings  of  Rhcims. 

(Fig.  61).  The  armour  worn  by  Francis  at  the  battle  of  Pa^-ia  is  preserved 
in  the  Artillery  Museum  in  Paris.  The  body  is  longer  than  in  the  cuirass 

of  the  preceding  century,  the  rib  in  the  centre  is  more  raised,  the  gusset  of 

the  shoulder-piece  is  made  of  several  movable  plates,  and  of  large  size.     The 
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casque,  a  generic  name  given  since  those  times  to  all  descriptions  of  head- 

armour,  assumed  a  comfortable  and  elegant  shape,  which  'was  maintained  as 
long  as  the  use  of  armour  continued. 

Another  cuirass  of  the  same  date,  still  longer  in  the  body,  was  made  to 

turn  up  towards  the  lower  extremity,  and  then  took  an  inward  bend  to  fit 

the  hip.  It  was  made  with  movable  plates  overlapping  from  below ;  this 

allowed  the  wearer  to  stoop,  which  it  was  almost  impossible  to  do  when  the 

breast-piece  and  the  back-piece  were  in  one.  Sometimes  these  plates  were 

only  three  or  four  in  number  over  the  stomach,  those  over  the  breast  being 

feigned. 

Fig-  59- — Knights  in  complete  Armour,  with  the  Salade.     (End  of  Fifteenth  Century.)     A  Single  Combat, 

taken  from  "  The  Triumph  of  Maximilian,"  by  Burgmayer,  after  a  drawing  by  Albert  Durer. 

The  armour  called  a  eclisse,  or  a  ecrevisse,  worn  at  a  certain  period  by  the 

halberdiers,  must  not  be  passed  over ;  it  received  this  name  because  the 

cuirass  was  made  of  horizontal  plates  [ecUsses),  three  or  four  inches  in  width, 

which,  though  they  covered  the  entire  body,  did  not  in  any  way  impede  its 
movements. 

We  must,  however,  refer  to  a  peculiarity  in  this  armour  which  prevented 

its  general  adoption;  it  was  that  as  the  movement  or  ''play"  of  the  eclisses 
made  it  convenient  to  wear,  so  from  this  flexibility  it  was  found  that  the 
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plates  i'lvquontly  IxHaino  disconnected,  and  thus  left  a  part  of  the  IxmIv 
defenceless.  In  niakin«,^  the  d-W/.s.sr.v  to  oNcrlap  from  below,  regard  was  had 
to  the  usual  direction  of  a  sword-cut  (»r  da «rfrt>r- thrust,  which  usually  came 
from  below;  but  there  was  all  tli(>  nioiv  danger  from  blows  of  the  ;;ir/;7r/ and 
battle-axe,  the  strokes  of  which  were  directed  downwards. 

Bronzed  armour  came  in  about   the  middle  of  the  sixteenth  century,  and 

Fig.  60. — Armour  ornamented  with  Lions,  supposed  to  be  that  of  Louis  XIL     (Artillery  Museum,  Paris.) 

"Was  somewhat  commonly  worn  in  1558  ;  it  was  introduced  on  account  of  its 
being  far  more  easily  kept  clean  than  polished  steel.  For  the  same  reason 

black  armour  was  tried,  but  tlie  engravings  and  cha.sings,  the  gildings  and 

damaskeenings  were  more  effective  on  the  greenish  ground ;  consequently 

black    varnish,    was  given    up    in    favour    of    bronze.      At   the  end  of  the 
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sixteeutli  century,  and  during  the  long  civil  wars  which  desolated  France, 

armour  took  a  variety  of  shapes,  and  as  regards  ornamentation  at  least,  there 

was  generally  to  be  seen  a  stranofe  medley  of  the  style  of  the  previous  century 

Fig.  6i.— Damaskeened  Armour  of  the  end  of  the  Sixteenth  Century.     (Portrait  of  Francois,  Due  d'Alen^on, 
from  Montfaucon's  "  La  Monarchic  Fran^oise.") 

with  that  of  the  period  (Fig.  61).     However,  the  decline  of  the  use  of  armour, 
which  became  in  a  measure  inevitable,  was  at  hand. 

De  la  Noue,  an  eminent  Huguenot  officer  of   the  lime  of  Charles  IX., 
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H.iys,  in  liis  "  Dix-ouis  Militaircs,"  "The  piiictralin;^^  powir  of  pikes  unci 
arquebuses  litis  wry  nutunilly  led  to  the  a(l()i)tlon  of  armour  stroiiirtT  and 

more  capable  of  ̂ n-eat  resistance  than  formerly.  It  is  now  ko  heavy  that  one 
is  laden  witli  anvils  rath(>r  than  protected  hy  armour.  Our  men-at-armH 

and  li,i»ht  cavalry  in  irmry  II.'s  time  presented  a  much  finer  apjK'arance, 
with  their  hclnu^ts,  brassarts,  tasscts,  and  morion,  and  the  pennoned  lance. 
Their  armour  was  not  so  heavy  but  that  a  strong  man  could  support  itn  weij^ht 

for  twenty-four  hours,  whili*  that  of  the  i)resent  day  is  so  ponderous  that  u 

young  knight  of  thirty  has  his  shoulders  quite  crippled." 
Thus,  in  endeavouring  to  make  the  resistance  of  armour  keep  pace  with 

Fig.  62. — Engine  for  hurling  Stones.     Taken  from  a  Miniature  of  the  Chevalier  au  Cygne.    (Bibl.  Xat.  de  Paris, 
No.  340,  S.  F.) 

the  improvements  in  Avarlikc  engines,  they  rendered  it  useless,  and  the 

changes  which  led  to  its  final  abandonment  began.  There  is  every  reason 

to  think  that  the  magnificent  armour  presented  by  the  Eepublic  of  Venice  to 

Louis  XIY.,  in  1668,  which  is  now  to  be  seen  in  the  Artillery  Museum  in 

Paris,  was  one  of  the  latest  suits  made  in  Europe. 

Let  us  now  retrace  our  steps  to  examine  a  series  of  weapons,  the  gradual 

adoption  of  which,  was  destined  to  completely  change  the  art  of  warfare. 

It  is  now  the  almost  universal  opinion  that  the  invention  of  gunpowder 

(assimied  to  have  been  discovered  in  12-36)  or  at  all  event  its  application  to 

artillery  (which,  first  dates  from  1280)  is  due  to  Berthold  Schwartz,  an 

Ausfustine  friar,  born  at  Fribourg.     Some  writers,  however,  make  these  dates 
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a  century  later,  and  affirm  that  powder  and  cannons  were  first  known  from 

1330  to  1380.  Nevertlieless,  the  emplo}Tnent  of  explosive  artillery  only 

became  general  during  the  wars  of  Charles  Y.  and  of  Francis  I.,  that  is, 

towards  1530,  or  two  centuries  after  its  invention. 

The  earliest  allusion  to  cannons  in  France  is  found  in  1338,  in  an  account 

of  the  treasurer  of  war,  wherein  we  read,  "  To  Henri  de  Yaumechon,  for 

buying  powder  and  other  necessaries  for  cannons,"  w^hich  had  been  used  at 
the  siege  of  Puy-Guilhem,  in  Perigord. 

In  Froissart,  we  find  that  the  inhabitants  of  Quesnoy,  when  repelling  the 

attack  of  the  French,  in  1340,  made  use  of  bombards  and  cannon  which 

hurled  huge  bolts  at  the  besiegers.  But  the  statement  of  Yillani,  that  the 

English  were  indebted  to   the   emplo}Tncnt   of   artillery  for   the  victory  of 

Fig.  63.— Bombards  on  fixed  and  rolling  carriages.     (From  the  MSS,  851  and  852,  Bibl.  Nat.  de  Paris. 

Crecy,  in  1346,  must  be  treated  as  a  pure  invention,  because  it  is  certain  that 

the  firearms  which  may  have  been  in  use  at  that  time  were  in  no  way 

suited  to  field  warfare ;  and  that  they  were  only  employed  with  the  older 

engines  in  the  attack  and  defence  of  fortresses.  I^ot  only  did  their  cumbrous 

weight  and  the  rude  construction  of  their  carriages  render  them  extremely 

difficult  of  transport,  but,  intended  as  they  were  to  be  employed  as  catapults, 

they  were  generally  constructed  for  hurling  heavy  projectiles,  by  causing  these 

to  describe  a  curved  line,  like  modern  shells ;  and  their  shape  is,  in  fact,  much 

more  like  that  of  our  mortars  or  howitzers  than  of  cannon  proper  (Fig.  63). 

"It  would  seem,"  says  M.  de  Saulcy,  ''that,  in  loading  them,  hollow 
cylinders  {manchons),  or  movable  chambers,  were  used,  in  which  the  charge 

was  previously  laid ;  and  these  fitted,  by  means  of  a  wedge,  into  the  body 

of  the  piece." 
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The  name  bombards,  which  we  liave  just  used,  and  which  is  derived,  as  we 

may  couchide,  from  the  Greek  bombo-s  (noise),  was  the  first  emph>yed  for 
designating  cannon ;  but  these  engines  were  so  imperfect  in  principh*,  and  so 
feeble  in  power,  that  catapults,  which  had  played  so  signal  a  part  in  sieges 
during  the  Middle  Ages,  were  used  in  preference  when  very  heavy  projectiles 
had  to  be  hurled  (Fig.  G4). 

Originally  the  piece  rested  on  a  fixed  and  immovable  support ;  but  soon 
the  means  of  sighting  had  to  be  considered,  and  pieces  that  could  be  moved 
up  and  down  by  means  of  trunnions  were  invented ;  others  were  elevated  or 

depressed  for  firing  by  a  sort  of  tail  or  long  projection  behind  the  tube ;  ut 

Fig.  64. — Mangonneau  ;  an  engine  of  war  of  the  Fifteenth  Centxuy,    (Miniature  in  the  MS.  7,239,  Bibl.  Nat. de  Paris.) 

other  times  the  muzzle  of  the  cannon  is  sustained  by  a  fork  more  or  less 

buried  in  the  ground.  This  bombard,  attached  to  a  platform  on  wheels, 

received  the  denomination  of  cerbotana  ambulatoria ;  this  last  word  conveying: 

the  idea  of  the  movability  of  the  engine. 

^Ve  have  seen  that  projectiles  were  of  stone,  but  there  is  no  doubt  that 

from  the  fourteenth  century  they  were  also  made  of  metal.  That  was  nothingr 

new,  for  ancient  engines  of  war,  including  the  sling,  threw  leaden  balls  and 

masses  of  red-hot  iron. 

Christine  of  Pisa,  who  wrote  in  the  time  of  Charles  VL,  has  left  us  some 

very  interesting  details  of  the  condition  of  powder-artillery.     In  her  descrip- 
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tions  of  armaments,  and  in  licr  narratives  of  battles,  however,  we  nearly 

always  see  catapults,  macliine  crossbows,  &c.,  \yy  tbe  side  of  the  cannon — a 

certain  proof  that  powder  was  long  in  winning  its  victory  over  the  ancient 
methods. 

Yalturio,  an  Italian  writer  whose  treatise  on  military  art  was  first  printed 

in  1472,  has  described  and  drawn  all  the  engines  of  war  then  in  use.  Can- 

nons are  not  forgotten.  AVe  observe  that  the  greater  number  of  these  pieces 

have  no  longer  any  box  forming  a  movable  chamber ;  this  implies  an  impor- 

tant advance  in  the  art  of  making  them  ;  but,  on  the  other  hand,  these 

cannons,  bound  with  cords  to  a  block  of  wood,  or  resting  on  platforms,  must 

have  been  A'ery  difficult  to  move. 
At  this  period  pieces  of  the  largest  calibre,  which  threw  enormous  stone 

balls,  were  more  commonly  called  bombards;  mortars,  or  very  short  pieces 

throwing  heated  projectiles ;  cannons,  pieces  of  medium  calibre  carrying  iron 

projectiles  (Fig.  65)  ;  culverins,  long  pieces  loaded  with  leaden  balls,  which, 

as  well  as  the  powder,  were  rammed  in  with  an  iron  rod ;  hand-cannons,  or 

Fig.  65. — Early  Cannon,  in  tbe  Tower  of  London. 

batons  a  feu  (Fig.  Q&),  were  in  a  manner  portable,  but  though  carried  by  one 

man  they  always  had  a  second  at  hand  to  fire  them. 

According  to  M.  de  Saulcy,  the  most  important  improvement  ever  made 

in  artillery  is  certainly  that  which  consisted  in  placing  a  gun  with  trunnions 

on  a  divided  carriage ;  this  carriage  was  mounted  on  wheels,  and  admitted  of 

the  gun  being  inclined  by  the  simple  use  of  a  wedge  of  wood  placed  under 

the  breech.  Strangely  enough,  it  is  most  difficult  to  state  the  precise  date  of 

this  improvement.  JSTevertheless,  circumstances  tend  to  the  belief  that  it  was 

between  1476  and  1494 — that  is,  during  the  reigns  of  Louis  XI.  and  of 

Charles  YIII. — that  they  succeeded  in  maldng  pieces  of  all  calibres  carrying 

iron  shot,  and  also  in  solidly  fixing  the  trunnions,  which  not  only  supported 

the  weight,  but  also  resisted  the  recoil  of  the  cannon.  The  carriages  for  these 

guns  were  mounted  on  wheels.  From  this  period  the  art  of  fortifying  towns 

underwent  a  change  amounting  to  a  revolution. 

^Vhen,  in  1494,  Charles  YIII.  entered  Italy  to  conquer  the  kingdom  of 

Naples,  the  French  artillery  excited  universal  admiration.     The  Italians  had 
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only  iron  guns,  diiiwii  by  bullocks  in  ruiir  o!  iho  army,  and  more  lur  appear- 
ance tlian  for  use.  After  the  first  discharge  it  was  some  hours  before  the 

gun  was  ready  for  a  second.  The  French  liad  lighter  cannon  of  bronze, 

drawn  by  horses,  and  moved  witli  so  nuich  order  tliat  their  transport  hardly 
delayed  the  march  of  the  ainiy  ;  lliey  phmted  their  batteries  with  incredible 

promptitude,  considering  the  period,  and  the  rounds  were  as  quickly  delivered 

as  they  were  well  aimed.  Cotemporaneous  Italian  writers  say  that  the 

French  used  almost  exclusively  iron  shot,  and  tliat  the  guns,  both  of  large 
and  small  calibre,  were  admirably  balanced  on  their  carriages. 

Fig.  66. — Hand  Cannon  (or  Baton  a  fen),  taken  from  a  piece  of  Tapestrj-  belonging  to  the  Church  of 
Notre-Dame  de  Xantilly,  Saumur. 

Yet  no  single  specimen,  or  even  drawing,  of  this  remarkable  artillery 

has  been  handed  down  to  us.  The  ̂ luseuni  of  Artillery  does,  indeed,  possess 

one  small  piece,  on  which,  between  the  trunnions  and  the  breech,  is  this 

inscription: — ''Presented  by  Charles  YIII.  to  Bartemi,  Lord  of  Pins,  captain 

of  the  bands  of  artillery,  in  1490."  This  cannon  presents  nothing  remark- 
able in  its  construction,  for  we  already  recognise  the  form,  one  that  has 

scarcely  varied  since  then,  and  which,  it  seems,  was  definitely  adopted 

imder  Louis  XII.  and  Francis  I.  Of  this  period  we  still  have  two 

magnificent  bronze  cannons.      Thcv  were  found  at   Algiers    in   18-30  ;   the 
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porcupine,  tlie  salamander,  and  tlic  fleur-de-lys  upon  them   betrayed   their 

origin. 

Artilleiy,  which  in  the  reign  of  Charles  YIII.  had  become  an  important 

arm,  and  had  besides  the  prestige  of  success  in  Ital}^,  became  a  subject  to 

which  particular  attention  was  given  in  succeeding  reigns.  But,  we  again 

say,  the  true  principles  of  manufacture  and  mounting  were  already  well 

ascertained,  and  only  improvements  in  matters  of  detail  remained  to  be 
discovered. 

The  Royal  Armoury  of  Madrid  contains  a  curious  dragon/ieau,  cast  at 

Liege  in  1503,  which  figured  in  the  siege  of  Santander  in  1511  (Fig.  67). 

The  carriage,  consisting  of  a  single  piece  of  carved  oak,  is  by  its  delicacy 

and    finish  worthy  of    sustaining  this    masterpiece  of    bronze   work,   which 

Fig.  67. — Double-barrelled  Dragonneau.     Royal  Armoury  of  Madrid. 

presents  a  double  interest,  first  as  regards  art,  and  then  on  account  of  the 

rapid  advance  already  made  in  firearms ;  for  this  draffonneait  has  a  double 

barrel,  and  is  loaded  at  the  breech. 

Having  arrived  at  this  point,  let  us  again  retrace  our  steps,  in  order  to 

note,  and  rapidh^  follow  from  its  origin,  the  progress  of  firearms. 

Those  used  in  the  middle  of  the  fourteenth  century  were  called  hand- 

cannon,  and  consisted  of  an  iron  tube  pierced  with  a  vent,  without  stock 
or  lock. 

A  manuscript  of  that  period  represents  a  warrior  standing  on  one  of 

those  little  movable  towers  which  then  formed  part  of  the  siege  materiel,  and 

shooting  a  stone  from  a  gun  of  this  description.  The  piece  is  resting  on  the 

parapet.     By  the  side  a  sling  is  placed  with  its  stone — a  circumstance  which 
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indicates  the  relative  power  of  the  liaud-cannon,  aH  no  doubt  each   eiijjine 

was  to  be  used  alternately.      In  another  place  is  a  horseman  holdin*^  a  small 

gun  with   a  prolonf^-ation  ;   tlic   niuz/h'  is  supported  ))y  a  ])r()n^  tix<*d  on  tlie 

Fig.  68. — Arquebusier.     Drawn  and  Engraved  by  J.  Amman. 

pommel  of  the  saddle.     It  was  impossible  to  take  aim,  and  he  applied  the 
match  with  his  hand. 

A  little  later,  to  prevent  the  effect  of  the  recoil,  there  was  added  below 
"^^ 

Fig.  6g. — ^Arquebus  with  Wheel  and  Match. 

the  barrel,  a  little  short  of  the  centre,  a  sort  of  hook,  intended  to  serve  the 

purpose  of  checking  the  piece.  When  fired,  it  was  supported  on  a  fork  or  on 

a  wall ;  hence  the  name  of  arqiiehuse  a  croc,  which  took  the  place  of  that  of 
canon  d  main. 

G  ̂  
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Fig.  70.— Battle-axe  and  Pistol  of  the 
Sixteenth  Century.  (Artillery  ̂ Museum, 
Paris.) 

The  arquchusc  a.  croc  sometimes  weighed 

from  fifty  to  sixty  pounds,  measured  from  five 

to  six  feet  in  length,  and  in  principle  was 

chiefly  adapted  for  firing  from  a  wall ;  it  was 

lightened  a  little  for  use  by  foot  soldiers,  who, 

however,  never  fired  it  without  a  fixed  or  a 

movable  rest. 

The  inconvenience  of  applying  fire  with 

the  hand,  which,  moreover,  prevented  the  right 

direction  of  the  missile,  was  soon  partially 

superseded  by  adapting  to  the  barrel  a  stock 
to  fire  from  the  shoulder,  and  a  lock  for  a 

match,  called  a  serpent  in,  which  had  only  to  be 

let  down  to  ignite  the  powder  at  the  touch- 
hole.  This  was  the  matchlock  arquebus  which 

secured  victory  to  the  Spaniards  at  the  battle 

of  Pavia  ;  it  has  been  used  by  certain  Eastern 
nations  in  our  own  time. 

Although  the  matchlock  arquebus,  made 

lighter  and  called  a  mousquet,  continued  to  be 

the  usual  arm  of  infantry  until  the  time  of 

Louis  XIII. ,  many  serious  objections  to  the 

use  of  the  serpent  in  continued.  It  compelled 

the  soldier  always  to  have  a  lighted  match, 

or  some  means  of  striking  a  light.  Besides, 

for  nearly  each  shot  it  was  necessary  so  to 

regulate  the  match  that  the  end  of  it,  which 

was  placed  in  the  head  of  the  serpent  in  (lock), 

should  come  exactly  into  the  priming-pan ; 

then  the  priming-pan  had  to  be  opened  ;  these 

operations  were,  so  to  speak,  impossible  for 

mounted  men,  who  at  the  same  time  had  to 

manage  their  horses. 
About  1517  the  Germans  invented  the 

wheel-lock  (Fig.  69). 

To  the  Spaniards  is  due  the  merit  of  the 

improvement  that  followed,  the  t^'pe  of  which 
is  still  in  a  measure  perj)etuated  in  our  percus- 

sion locks.  The  Spanish  lock  had  on  the  out- 

side a  spring,  which  pressed  on  one  of  the 

catches  of  the  hammer  ;   when  the   gun  was 
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cocked  tlic  other  ciitch  pressed  iij^ainst  a  ])i]i  wliicli  projected  from  the  inside 
and  traversed  the  screw-phite  ;  tliis  ])iii  could  h(^  removed,  and  then  tlie 

spring  acted  on  the  hammer,  which  was  no  lon^^cr  hehl  hack  ;  the  flint  (for 

at  that  time  a  flint  was  fitted  lo  tlic  gun)  struck  ii])on  a  rihhed  plate  of 

steel  forming  part  of  the  cover  of  the  priming-pan,  the  action  of  the  flint  on 
the  plate  produced  the  fire. 

Among  the  arms  in  use  during  ilio  sixteentli  century  was  tlic  pctroncl. 

This  short  and  heavy  ar(piebus,  wliicli  threw  very  large  balls  to  u  sh<jrt 

distance,  was  usually  suspended  from  the  shoulder  hy  a  strap  or  a  broad 
cross-belt. 

Then  followed  the  pistoles  and  the  phsfolrfs^  thus  named,  it  is  Siiid,  because 

they  were  invented  at  Pistoia ;  but,  with  other  etymologists,  we  may  believe 

they  owed  their  name  to  the  fact  of  their  bore  being  of  e([ual  diameter  with 

that  of  the  pi^fo/Cy  a  coin  of  the  time.  The  earliest  pistols  were  made  with 

wheel-locks,  and  the  barrel  did  not  measure  more  than  a  foot  in  length. 

Subsequently  they  varied  in  shape  and  in  use ;  some  were  made  which  fired 

several  shots  in  succession ;  in  other  cases  a  pistol  was  combined  with  the 

dagger  or  the  battle-axe.  (Fig.  70,  Sec.)  We  reproduce  a  very  fine 
specimen. 

AVe  must  not  forget  to  note,  in  what  may  be  called  weapons  dc  luxe,  the 

joint  application  of  the  match-holder  and  the  wheel  to  highly-finished  arms, 

this  combination  being  available. 

The  screW' -plate  a  miquelef,  improved  by  French  experiments,  led  to  tlie 

mechanism  called  flint-lock  ( fusil) .  There  were  then  pistols  and  arquebuses 

with  flint-locks,  as  formerly  there  had  been  pistols  and  arquebuses  with 

wheels.  Subsequently  the  explanatory  became  the  absolute  term,  and  tlie 

entire  weapon  was  known  as  fusil. 

Fig:.  71- — Banner  of  the  Sword-cutlers  of  Angers. 
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Horsemanship  among  the  Ancients. — The  Riding-horse  and  the  Carriage-horse. — Chariots  armed 
with  Scythes. — Vehicles  of  the  Romans,  the  Gauls,  and  the  Franks  :  the  Carruca,  the 
Petoritum.  the  Cisium,  the  Plaustrutn,  the  Bastema,  the  Carpentum. — Different  Kinds  of 
Saddle-horses  in  the  Days  of  Chivalry. — The  Spur  a  distinctive  Sign  of  Nobility  :  its  Origin. 
—  The  Saddle,  its  Origin  and  its  Modifications. — The  Tilter. — Carriages. — The  Mules  of 
Magistrates. — Corporation  of  Saddlers  and  Harness-makers,  Loriners,  Coach-makers, 
Chapuiseurs,  Blazonniers,  and  Saddle-coverers. 

HE  horse  has  been  described  by  Buffon  as  "  the 

noblest  conquest  of  man."  Historians,  both 

sacred  and  profane,  inform  us  that  the  con- 
quest dates  from  the  most  remote  ages.  In 

the  Book  of  Job  we  have  a  magnificent  de- 

scription of  him.  Xenophon,  in  his  "Treatise 

on  Horsemanship  "  and  his  "  Instructor  of 

Cavalry,"  and  Diodorus  in  his  '^Histories," 
among  the  Greeks,  adduce  the  most  numer- 

ous testimonies  to  the  honour  in  which  eques- 

trian exercises  were  held.  Among  the  Latins, 

Yirgil,  in  reference  to  the  funeral  games 

celebrated  by  Alcestes  in  honour  of  Anchises, 

tells  us  that  the  Roman  youth  were  taught 

the  equestrian  art  as  j^ractised  by  the  Trojans.  The  horse  and  chariot  races 

which  took  place  at  the  solemn  games  in  Greece  have  always  been  justly 

celebrated,  as  were  those  which  continued  in  Rome  and  in  all  the  great 

cities  of  the  Roman  world  until  the  fifth  or  sixth  century. 

"We  are  disposed  to  believe  that  the  use  of  the  saddle-horse  and  the 
carriage-horse  dates  from  about  the  same  time ;  but  it  seems  that  chariots 

were  rarely  mounted  by  any  but  chiefs. 

To  Cyrus  the  Great  is  ascribed  the  first  idea  of  arming  chariots  with 

scythes,  which  cut  to  pieces  in  every  direction  those  who  opposed  the  pro- 
gress of  the  vehicle,  or  who  were  thrown  down  by  the  violence  of  the  shock. 

The  same  war-carriages  were  found  among  the  Gauls ;  for  a  king  named 

Bituitus,  having  been  taken  prisoner  by  the  Romans,  appeared  in  his  chariot 
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Mrincd    \\\\\\    scythes   iu   the    lriuiiij)li;il    proccKsiou    ol'   tlw  gciiLTul    who   had 
coiKiucrcd  him. 

Jiiding  oil  liorscback  was  not  only  iJiactiscd,  hut  wuh  carried  to  tin- 

li,i<>-lu'st  d(>o-r(>e  ol'  ixTlVctioii  aiiioii;^-  the  iialions  ̂ A  ant  i(juif  \-,  and  the  um*  of 
cliariots  was,  in  h)rnH'r  linns,  ahnost  f^^eiicral  in  war  and  on  certain  Ktate 

occasions.      Tl)(>    Romans,    and    in    imilallon    of   llirm    the   ()aul>,    ̂ \ll<^   prided 

Fig.  72. — The  Carruca,  or  Pleasure-Carriage,  drawn  by  a  Pair  of  Horses,  in  use  from  the  Fifth  to  the  Tenth 

Centur}-.     (Taken  from  a  MS.  of  the  Ninth  Centur)-,  in  the  Royal  Library  at  Brussels.^ 

themselves  on  beino-  skilful  carriao-e-builders,  had  several  sorts  of  wheele<l 

vehicles.  Those  adopted  by  the  Romans  and  the  Gauls,  but  discountenanced 

by  the  Franks,  who  preferred  to  ride  on  horseback,  were  the  carruca  or 

carruquc,  with  two  wheels  and  a  pair  of  horses  (Fig.  7*2),  richly  ornamented 

with  gold,  silver,  and  ivory ;  the  pileufion,  a  four-wheel  carriage  with  a  rlotli 
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canopy ;  tlie  j^etontum,  an  open  carriage  suitable  for  rapid  travelling ;  the 

cishim,  a  basket- carriage  drawn  by  mules,  and  used  for  long  journeys ;  and 

finally,  various  carts — the  plausirion,  the  serracum,  the  henne,  the  camull 

(trucks),  &c.  These  last,  which  were  chiefly  employed  as  field  carts,  con- 

tinued in  use  even  after  pleasure-carriages  had  entirely  disappeared.  There 

remained,  however,  independent  of  mule-litters,  the  hasterna  and  carpentiim, 

state  carriages  of  the  Merovingian  period,  but  only  queens  and  ladies  of  high 

rank,  who  were  unequal  to  long  journeys  on  horseback,  indulged  in  such 

means  of  locomotion,  while  men — even  kings  and  high  personages — would 

have  blushed  to  be  conveyed  like  "  holy  relics,"  as  picturesquely  expressed  by 

F'&'  73» — Cart  drawn  by  Oxen,  end  of  the  Fifteenth  Century.    (Taken  from  the  *'  Chroniques  de  Hainault," 
MS.  in  the  Royal  Library  at  Brussels.) 

one  of  Charlemagne's  courtiers ;  but  certainly  not  at  the  period  of  the  ''  lazy 

kings,"  when,  as  Boileau  has  well  said, — 

"  In  Paris,  four  oxen,  in  pace  soft  and  sIom', 

Drew  the  lazy  monarch,  when  airing  he'd  go." 

''Chivalry,"  wrote  M.  le  Marquis  de  Yarenne,  "the  exercises  of  which 
were  the  image  of  war,  rendered  horsemanship  indispensable  in  the  education 

of  the  nobility ;  and  cJievalier  soon  became  synonymous  with  a  man  of  good 

birth."  "The  Book  of  Facts,"  by  the  "Bon  Chevalier  Messire  Jean  le 

Maingre,  called  Baucicaut,  Marshal  of  France,"  written  in  the  beginning  of 
the  fifteenth  century,  describes  the  training  which  a  youth  aspiring  to  the 

title  of  a  gentleman  had  to  undergo : — "  They  endeavoured  to  leap  [sailler) 
upon  a  charger,  fully  armed ;  item,  leaped,  without  placing  the  foot  in  the 
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stirrup,  on  a  cliarp^er  in  all  its  armour  ;  item,  leaped  from  tlio  f^round  a-strarldle 
oil  lo  the  shoulders  of  a  tall  man  on  a  lar«,'e  horse,  seizing  the  man  hy  the  sleevo 
with  one  hand,  without  other  assistanee  ;  item,  plaeing  one  hand  on  the  siiddle- 
bow  of  a  large  eharger,  and  the  other  near  the  ears,  taking  him  by  the  mane, 

and  from  the  level  ground  jumping  to  the  other  side;  {cote)  of  the  charger." 
The  Chevalier  liayard,  while  yet  i)age  to  the  Duke  of  Savoy,  and  only 

seventeen  years  of  age,  performed,  as  his  historian  relates,  wonders  in  the 

meadows  of  Ainav,  at  Lyons,  before  Kinjj:  Charles  VITT..  '*  In  1.  .i])iii'»-  on  his 

Fig.  74. — A  Knight  entering  the  Lists.    (From  a  Miniature  in  the  "  Toumois  du  Roi  Kenc."j 

eharger,"  and  by  his  management  of  it  creating  a  favourable  impression  of 
his  merits.  This  will  suffice  to  show  the  estimation  in  which  horsemanship 

was  held.  Xo  one  was  regarded  as  a  valiant  knight  until  he  had  proved  his 

prowess  in  jousts  and  tournaments  (Fig.  74)  in  the  rank  of  squire.  Although 

his  functions  were  essentially  those  of  ser^'ing,  a  squire,  who  ranked  higher 
than  a  page,  was  to  the  knight  rather  an  auxiliary  and  a  companion  than  a 

servant.  It  was  his  duty  to  carry  the  arms  of  the  knight,  to  take  charge  of 

his  table,  his  house,  and  his  horses.  On  the  field  of  battle  he  remained  in 

his  rear,  ready  to  defend  him,  to  lift  him  up  if  he  were  overthrown,  and 

to  provide  him,   when  necessary,   with  another  horse  or  other  arms.      He 
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guarded  the  prisoners  captured  by  tlie  kniglit,  and  occasionally  fought  for 
him  at  his  side. 

The  principal  sign  distinguishing  knights  from  squires  consisted  in  the 

material  of  which  their  spurs  were  made  ;  these  were  of  gold  for  the  former, 

of  silver  for  the  latter.  It  is  well  known  that,  at  the  disastrous  battle  of 

Courtray,  the  Flemish  collected  four  thousand  pairs  of  gold  spurs,  after  the 

action,  from  the  slain ;  consequently,  four  thousand  knights  of  the  army  of 

Philip  the  Fair  had  fallen. 

In  order  to  win  his  sjntrs  (of  goldj — an  expression  become  proA'erbial — it 
was  indispensable  that  one  who  aspired  to  the  honour  should  perform  some 

valiant  deed,  proving  him  worthy  of  being  "dubbed"  a  knight.  The  cere- 
mony of  admission  commenced  by  presenting  the  spurs ;  and  whosoever  con- 

ferred the  order  of  chivalry,  were  he  king  or  prince,  condescended  to  put  on 

and  fasten  the  spurs  for  the  recipient.  In  pursuance  of  the  same  principle, 

when  a  knight,  having  committed  a  fault  or  any  cowardly  act,  had  incurred 

blame  or  correction,  it  was  by  hacking  off  or  changing  his  spurs  that  his 

degradation  commenced.  For  a  slight  offence  a  herald  substituted  silver 

spurs  for  those  of  gold,  which  lowered  a  knight  to  the  grade  of  squire.  But 

in  a  case  of  "  forfeiture,"  as  it  was  termed,  an  executioner  or  a  cook  cut  off 
the  straps  of  his  spurs,  or  they  were  struck  off  on  a  dunghill  with  an  axe. 

The  pri\'ilege  of  wearing  spurs  was  regarded  as  a  mark  of  independence 
and  authority ;  so  that  when  a  noble  tendered  faith,  and  homage  to  his 

sovereign,  he  was  obliged  to  take  off  his  spurs  in  token  of  vassalage.  In  816, 

ere  chivalry  had  been  instituted,  an  assembly  of  lords  and  bishops  prohibited 

ecclesiastics  from  ado^^ting  the  profane  fashion  of  wearing  spurs  then  pre- 

vailing among  the  higher  classes  of  the  clergy. 

The  use  of  the  spur  appears  to  date  from  the  most  ancient  times.  The 

origin  of  the  word  has  been  much  disputed.  From  the  time  of  Louis  le 

Debonnaire  it  was  called  sjmors,  which  has  become  sporen  in  Germany, 

sperane  in  Italian,  spur  in  English,  epcron  in  French.  The  Latins  called  it 

calcar  (which  originally  signified  cock's  spur),  doubtless  from  the  form  first 
given  to  the  spur.  That  form  has  strangely  varied  duiing  centuries.  The 

oldest  known  shape  is  that  of  the  spur  found  in  the  tomb  of  Queen  Brunehaut, 

who  died  in  613,  and  which  is  simj^ly  like  a  skewer.  This  seems  to  have  long 

continued  to  be  the  form ;  but,  from  the  commencement  of  the  thirteenth  to 

the  end  of  the  sixteenth  century,  the  spur  is  seen  in  the  form  of  a  rose,  or  of 

a  star  with  a  turning  rowel,  and  was  mostly  fashioned  in  a  very  rich  and 

delicate  manner.  At  the  period  when  horses  were  clad  in  steel  or  leather, 

the  spurs  were  necessarily  very  long,  in  order  to  reach  the  animal's  flanks 
(Figs.  75  and  76).  The  spurs  of  Godfrey  of  Bouillon,  which  have  been  pre- 

served (their  authenticity  has  been  questioned,  however),  are  so  shaped.     In 
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the  rei<i;u  of  Chiirlc's  VI  I.  the  }'ouii<^  iiublos  wore,  rather  for  sliow  tliaii  for 
use,  spurs  the  rowel  of  which  was  as  hir<^e  as  tlie  hand,  and  li\cd  at  the  end 

of  a  metal  stem  half  a  foot  lon<^. 

If,  therefore,  from  time  immemorial  every  mounted  hoi>e  "felt  the  spur," 
there  was  at  least  a  period  when  every  sort  of  spur  eould  not  he  indiserimi- 

nately  applied  to  the  flanks  of  eaeh  individual  of  the  ecjuine  race.  "  There 

are,'*  says  Jh'unetto  Latini,  a  writer  of  the  thirteenth  century,  in  his  *'  Trea- 

sury of  all  Things  " — a  sort  of  encyclopaedia  of  the  age — "■  there  are  horses  of 
several  kinds  :  chargers,  or  tall  horses,  for  the  comhat,  whence  the  expression, 

'mounting  tlie  high  liorse;'  others,  for  gentle  exercise,  use  palfreys,  which 

Fig.  76. — Italian  Spur 

were  also  called  amblers  and  hackneys;  others  employ  pack-horses,  courfants 

(cropped  horses),  to  carry  a  load  {somme).''  Somme  here  signities  a  burden, 
and  this,  which  we  now  call  baggage,  consisted  of  spare  arms  and  hauberk, 

which  a  knight  was  careful  to  take  with  him  when  he  went  to  the  wars. 

Mares  and  pack-horses  were  reserved  for  agriculture  and  other  field  purposes; 

and  it  was  clearly  on  that  account  that  a  knight  was  not  allowed  to  ride  them. 

To  make  a  knight  ride  upon  a  mare  was,  like  the  loss  of  his  spurs,  one  of  the 

most  degrading  punishments  that  could  be  inflicted  on  him,  and  thenceforth 

"  any  one  who  regarded  his  own  honour  would  no  more  have  touched  that 

disgraced  knight  than  a  leper." 
The  horses  of  French  knio-hts  were  without  ears  or  mane  ;  those  of  the 
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Germans  without  tails.  According  to  Carrion-Xisas,  tlie  armour  of  the  horse, 

and  the  style  in  which  it  was  caparisoned,  were  the  cause  of  these  mutilations. 
AVe  have  elsewhere  remarked  that  if  the  men  were  cased  in  steel  their  horses 

were  not  less  heavily  cuirassed  (Fig.  77).     The  entire  armour  and  appoint- 

Fig.  77. — A  Knight  armed  and  mounted.     (Artillery  Museum,  Paris.) 

ments  of  a  horse  were  called  the  harness ;  the  plates  of  steel  or  leather  (for 

leather  also  was  often  used)  were  called  hardes.  AYe  find  enumerated,  not  only 

the  articles  of  which  the  harness  consisted — chanfrein,  nasal,  flancois,  &c. — 

but  examples  are  cited  to  denote  the  sumptuousness  of  this  equipment  of  the 

horse.      We  need   not,  however,   dwell  longer  here  on  this  subject,  which 
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belongs  more  properly  to  the  ehaplcr  on  m-iiis  ;  Imt  a  few  words  must  be  .said 

regarding  the  saddle',  wlildi  is,  il'  we  may  use  the  expression,  an  implement 
of  horsemanship,  and  not  a  })ail  of  the  armour. 

The  use  of  saddles  seems  to  have  lu-cu  uid^nown  in  early  times,  and 
never  to  have  been  introdueed  among  certain  nations  whicli,  by  the  way, 

were  most  famous  in  the  art  of  training  the  horse  and  making  him  service- 

able.    The  Thessalonians  and  the  Numidians  lodr  on  ili.'  l.in-  buck,  without 

Figs.  78  and  79.— Tournament  Saddles,  ornamented  with  Paintings,  taken  from  the  Royal  Armoury,  Madrid. 
Sixteenth  Century.     (Communicated  by  M.  Ach.  Jubinal.) 

saddle  or  stirrups,  seated  firmly  on  the  horse  simply  by  the  pressure  of  the 

knees  and  the  calf  of  the  legs — a  position  which  is  still  that  of  the  boldest 

riders  in  the  East  and  in  Africa.  Hippocrates  has  ascribed  the  common  and 

severe  diseases  of  the  hips  and  legs  which  afflicted  the  Scythians  to  the 

rider's  want  of  support  on  horseback.  Galen  makes  the  same  remark 
regarding  the  Roman  legions,  who  only  took  to  the  saddle  about  the  year 
340  of  the  Christian  era.  The  Gauls  and  Franks  used  neither  saddles  nor 

stirrups  ;  but  when  steel  armour  was  adopted,  it  would  have  been  impossible 
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for  knights  to  preserve  an  equilibrium  without  the  aid  of  a  saddle,  or  to 

sustain  the  slightest  shock  to  which  they  were  exposed,  as  armour  rendered 

them  in  a  manner  rigid,  or  with  little  flexibility,  on  their  large  horses. 

They  therefore  had  recourse  to  a  high,  or  rather  a  deep,  saddle,  closely 

adhering  to  the  thighs  and  loins,  with  large  stirrups  serving  as  supports  to 

the  feet.  The  several  parts  of  the  armour  being  splendidly  ornamented,  it 

followed  that  the  saddles,  which  also  were  exposed  to  view,  were  no  more 

neglected  than  other  ornaments  of  the  horse.  Engraved  and  chased,  they 

were  also  gilt  and  painted,  and  helped  to  distinguish,  by  their  "devices," 
the  warrior  cased  in  his  steel  covering  (Figs.  78  to  81). 

As  to  stirrups,  of  which  there  certainly  is  no  trace  among  the  Greeks  or 

the  Romans,  it  mav  be  said  thev  were  coeval  with  the  invention  of  saddles. 

Fig.  8o. — The  Caparison  of  the  Horse  of  Isabella  the  Catholic.     (Communicated  b}-  Z^I.  Ach.  Jubinal.) 

They  made  their  aj^pearance  in  the  earliest  days  of  the  Merovingian  dynasty ; 

and  if  we  accept  the  German  etpnology  which  the  learned  have  offered 

{strehen,  to  support  one's  self),  the  name  and  the  object  was  introduced 
by  the  Franks  into  Gaul.  However  that  may  be,  they  were  no  longer 

dispensed  with,  especialh'  in  war,  and  when  the  weight  of  armour  rendered 
their  use  necessary.  They  were  of  course  very  large,  very  massive,  and  very 

clumsy  in  the  days  of  chivalry.  When  they  diminished  in  size  and  weight 

they  were  wrought  with  more  care,  and  became  objects  of  art,  charged  with 

ingenious  ornaments,  and  embellished  with  engraving,  chasing,  and  gilding. 

In  accordance  with  the  opinion  held  by  !M.  de  la  Tarenne,  we  have 

already  ascribed  the  disuse  of  private  carriages  to  the  contempt  with  which 

the  Franks  reo^arded  a  mode  of  convevance  deemed  bv  them  to  be  effeminate. 
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But,  following  tlio  same  autlior,  wc  must  observe  tliat  a  reason  niiglit  al.s(j 

be  discovered  in  the  wretched  condition  into  which,  after  the  decline  of  the 

Romans,  the  maj2:nificent  roads  formed  by  them  in  :dl  their  concpn  r.-d 
provinces  had  fallen.  In  towns,  moreover,  the  streets,  narrow,  crooked,  and 

with  no  regular  direction,  were  very  frequently  so  many  holes  and  quagmires. 

Philip  Augustus  I.  had  some  of  the  streets  of  ]*aris  paved.  The  princes  and 

the  nobles  who,  as  Moliere  makes  ̂ fascarille  say,  feared  *'  to  leave  the 

impression  of  their  shoes  in  mud,"  and  could  not  withoul  dillicultv  drive 
about  the  towns  in  carriages,  consequently  had  recourse  to  horses  and  mules. 

The  ladies  made  use  of  them  also,  riding  on  a  pillion  behind  the  horseman, 
when  not  carried  in  litters. 

In  the  thirteenth  century  chariots  reappeared ;  but  the  fashion  did  not 

long  prevail,  for  Philip  the  Fair  discouraged  them,  in  one  of  the  clauses  of 

his  sumptuary  ordinance  of  1294,  by  declaring  that  ''  no  citizen  may  have 

a  chariot." 

The  litter  continued  to  be  held  in  repute  for  processions;  but  queens 

frequently  rode  on  horseback.  Isabella  of  Bavaria  rode  on  a  beautiful 

palfrey,  with  her  ladies  and  her  maids  also  on  horseback,  on  the  occasion  of 
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her  entering  l^iris  to  espouse  Charles  YI.  And  when  Mary  of  England, 

who  went  to  be  married  to  Louis  XII.,  made  her  entry  into  Abbeville,  she 

also,  as  Robert  de  la  March  relates,  was  mounted  on  a  palfrey,  as  were  most 

of  her  ladies,  "  and  the  remainder  in  chariots ;  and  the  king,  riding  a  large, 

prancing  bay  horse,  came  to  receive  his  bride,  with  all  the  gentlemen  of  his 

household  and  of  his  guard  on  horseback/'  The  meeting  of  Henry  Till, 
and  Francis  I,  in  the  Field  of  the  Cloth  of  Gold,  presented  the  most  beautiful 

display  that  had  ever  been  seen  of  caparisoned  horses,  decorated  and  furnished 

^vith  unprecedented  richness  (Fig.  82). 

Charles  Y.,  in  consequence  of  frequent  attacks  of  gout,  was  soon  com- 

pelled to  renounce  riding.     When  he  went  into  the  country,  or  on  a  journey, 
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Fig.  82. — Henry  VIII.  in  the  Camp  of  the  Field  of  the  Cloth  of  Gold  (1520).     From  the  Bas-reliefs  of 
the  Hotel  of  the  Bourgr  Herolde  at  Rouen. 

he  was  generally  followed  by  a  litter  and  a  chair.  Mules  bore  the  litter,  in 

which  he  could  recline,  while  bearers  carried  the  chair,  which  was  provided 

with  a  movable  back  ;  its  four  uprights  could  be  fitted  with  a  sort  of  canopy 
of  canvas  or  leather. 

In  1457  the  ambassadors  of  Ladislaus  Y.,  King  of  Hungary,  presented  to 

Marie  of  Anjou,  Queen  of  France,  a  chariot  which  excited  the  admiration 

of  the  whole  court  and  the  inhabitants  of  Paris,  "because,"  as  the  historian 

of  the  time  says,  "it  was  hranlant  (suspended),  and  very  rich." 
It  is  difficult  to  reconcile  the  inference  to  be  drawn  from  the  ordinance 

of  Philip  the  Fair  with  the  assertion  of  many  historians,  that  coaches  first 
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ai)pcnire(l  in  Fruuce  only  in  \\w  time  of  I'lancis  1.  'riic  point  Ih  Htill 
doubtful.  NevcrtliclcsH,  one  may  suppose  liist(jrians  to  mean  that  coucIich, 

instead  of  being  tlie  only  vehicles  employed  in  Paris  in  the  time  of  FrunciH  I., 

were  but  chariots  of  a  grander  and  more  g<jrgeous  description  than  any  seen 

before  tliat  time.  But  we  know  for  tiTtain  that,  during  the  Mi(hlle  AgeH, 

the  horse  and  the  nude  were  generally  ridden  by  everybody,  by  citizens  and 

by  nobles,  by  women  and  by  nuMi.  The  horse-blocks  fixed  in  the  streets — 

too  narrow  evidently,  if  not  for  one  carriage,  at  least  for  two  to  pass  each 

other — and  the  rings  fastened  on  doors,  sulhciently  denote  that  it  was  so. 

The  mule  was  especially  ridden  by  sedate  men,  such  as  magistrates  and 

doctors,    who   had    to    amble   through    the   towns.       *'  To    take    care   of   the 

Fig.  83  — Sedan-chair  of  Charles  V.     ̂ Royal  Armourj-,  Madrid.) 

mule,"  a  proverbial  expression  signifying  to  wait  impatiently,  is  derived 

from  the  custom  of  law}^ers'  servants  remaining  in  the  court  of  the  Palace 

to  take  charge  of  the  riding-horses  or  mules  belonging  to  their  masters. 

According  to  Sauval,  the  two  first  coaches  seen  in  Paris  belonged,  one  to 

Queen  Claude,  the  first  wife  of  Francis  I.,  and  the  other  to  Diane  de 

Poitiers,  his  mistress. 

The  fashion  was  soon  followed;  so  much  so,  that  even  where  the 

sumptuary  laws  were  still  regarded  as  efficient,  we  find  parliament 

entreating  Charles  IX.  to  prohibit  the  circulation  of  coaches  (coclm) 

through  the  town.  The  magistrates  continued,  until  the  commencement 

of   the   seventeenth  century,   to  attend    at    the  courts  of   justice   on    their 
H 
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mules.  Cliristopher  dc  Thou,  father  of  the  celebrated  historian,  and  first 

President  of  Parliament,  was  the  first  who  came  thither  in  his  carriage  ; 

but  only  because  he  suffered  from  gout,  for  his  wife  continued  to  ride  on 

horseback,  seated  pillion-fashion  behind  a  servant. 

Henry  lY.  had  only  one  carriage.  '^  I  shall  be  unable  to  go  and  see 

you,'^  he  one  day  wrote  to  Sully,  "for  my  wife  has  my  coach  {coche).^^ 
These  coaches  were  neither  elegant  nor  convenient.  For  doors  they  were 

provided  with  leathern  ajDrons,  which  were  drawn  or  opened  for  entrance 

or  exit,  with  similar  curtains  to  protect  against  the  rain  or  the  sun. 

Marshal  Bassompierre,  in  the  time  of  Louis  XIII.,  had  a  glass  coach 

made  for  him,  which  was  regarded  as  a  real  marvel.  It  originated  the 

impulse  which  has  led  to  the  productive  era  of  modern  coach-building. 

Formerly  there  was  in  Paris,  as  appears  from  numerous  documents, 

several  corporations  representing  the  saddlers'  trade.  First  came  the 
selUers-hourreliers,  and  the  sellierS'lormiers-carrossiers.  The  privileges  of 

the  first  secured  to  them  specially  the  manufacture  of  saddles  and  harness 

(collars  and  other  articles  for  draught).  The  second  made  also  carriages, 

bridles,  reins,  &c.  Another  very  ancient  corporation  was  that  of  the 

lormiers-eperonniers — "  artisans,"  says  the  Glossary  of  Jean  de  Garlande, 

"  whom  the  military  nobles  greatly  patronised,  because  they  manufactured 
silvered  and  gilt  spurs,  metal  breastplates  for  their  horses,  and  well- 

executed  bits."  There  were  also  chapuiscurs,  who  made  saddle-bows  and 

pack-frames  for  the  beasts  of  burden,  which  were  mostly  manufactured  of 
alder -wood. 

The  hlazonniers  and  cuireurs  then  covered  with  leather  the  packs  and 

the  saddles  prepared  by  the  chapuiseurs ;  and,  finally,  saddle-painters  were 

employed  to  ornament  them  in  compliance  with  fashion,  and  according  to 

the  laws  of  heraldry. 

Fig.  84.— Banner  of  the  Corporation  of  the  Saddlers  of  Tonnerre. 
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OUll  remarks  upon  furniture,  wc  were  com- 

pelled to  trespass  upon  tlie  domain  which  wc 

now  again  approach  ;  for,  having  to  trace 

the  history  of  secuhtr  and  religious  luxury, 

we  cannot  but  frequently  encounter  the  gold- 

smiths and  their  splendid  works.  It  will 

thus  happen  more  than  once  that  wc  shall 

have  to  recur  briefly  to  details  given  in  pre- 

ceding chapters. 

It  is  known  that  in  old  times,  even  the 

most  remote,  the  goldsmith's  art  flouri.shed. 
There  is  scarcely  any  ancient  narrative  which  does  not  allude  to  jewels ; 

and  every  day  the  discovery  of  precious  objects,  found  in  ruins  and  in 

tombs,  still  attests  the  high  state  of  perfection  the  art  of  gold  and  silver 
work  had  attained  anions:  races  long:  since  extinct. 

The  Gauls,  when  under  Roman  dominion,  applied  themselves  success- 

fully to  the  business  of  the  gold-worker.  AVe  may  again  say  that  the 

triumph  of  the  Christian  religion,  under  Constantine  the  Great,  while 

encouraging  the  interior  decoration  of  places  of  worship,  added  a  fresh 

impulse  to  the  development  of  this  beautiful  art. 

The  popes  succeeding  St.  Sylvester  (who  had  stimulated  the  liberality 

of  Constantine)  continued  to  accumulate  in  the  churches  at  Rome  the 

most  costly  and  massive  articles  of  gold-work.  Synimachus  (493  to  514) 

alone,  according  to  a  calculation  made  by  Seroux  d'Agincourt,  enriched 
the  treasures  of  the  basilicas  to  the  amount  of  130  pounds  weight  of  gold, 

and  1,700  of  silver,  forming  the  material  of  objects  most  finely  wrought. 

It  was  from  the  very  court  of  the   Greek  emperors  that  the  examples  of 

for    we    hear    St.    John    Chrysostom 
H  2 

this    magnificence    were     derived 
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exclaiming,  "All  our  admiration  is  at  present  reserved  for  the  goldsmiths 

and  the  weavers  ; ' '  and  it  is  well  known  that  in  consequence  of  his  bold 
indiscretion  in  rebuking  the  extravagance  of  the  Empress  Eudoxia,  this 

eloquent  Father  of  the  Church  expiated  in  exile  and  persecutions  his  ardent 

zeal  and  his  sincerity. 

The  brilliant  sjDecimens  of  the  gold-work  of  the  Visigoths,  which,  in 
1858,  were  exhumed  in  the  field  of  Guarrazar,  near  Toledo,  and  were 

obtained  for  the  Cluny  Museum,  throw  a  new  light  on  the  monuments  of 

that  period.  Far  from  indicating  any  original  style,  they  afford  further 

proof  that  the  barbarians  who  came  from  the  ̂ N^orth  became  subjected,  in 
the  arts,  to  Byzantine  influence.  The  most  remarkable,  not  only  in  its 

dimensions  and  extreme  richness,  but  in  the  peculiarity  of  its  ornaments, 

is  a  votive  crown,  intended  to  be  hung,  according  to  the  custom  of  those 

times,  in.  a  sacred  place — that  of  Recesvinthe,  who  reigned  over  the  Goths 

of  Spain  from  653   to  672.     It  is  composed  of  a  large  fillet,  jointed,  and 

Fig.  85.— Gallic  Bracelet,  rom  a  Cabinet  of  Antiquities.     (Nat.  Librarj-,  Paris.) 

formed  of  a  double  plate  of  the  finest  gold.  Thirty  uncut  sapphires  and 

as  many  pearls,  regularly  alternating,  arranged  in  three  rows  and  in 

quincunxes,  are  seen  on  its  exterior  circle.  Chased  ornaments  occupy 

the  spaces  between  the  stones.  The  votive  crown  of  King  Suintila,  which 

we  here  reproduce  (Fig.  86),  is  fully  as  rich,  and  about  thirty  years  older. 

It  is  of  massive  gold,  ornamented  with  sapphires  and  pearls  arranged  in 

rose-pattern,  and  set  off  by  two  borders  similarly  set  with  delicate  stones. 

But  the  originality  of  this  precious  gem  consists  in  the  letters  hanging 

as  pendants  from  its  lower  border.  These  letters,  open- worked,  are  filled 

with  small  pieces  of  red  glass  set  in  gold  ;  their  combination  presents  the 

following  inscription  : — ''  Suintilanus  Rex  offeret  "  (offering  of  the  King 
Suintila).  Each  of  them  is  suspended  from  the  fillet  by  a  chain  with 

double  links,  sustaining  a  pendant  of  violet  sapphire,  pear-shaped. 

Finally,  the  crown  is  suspended  by  four  chains  attached  to  a  circular  top 

of  rock-crystal. 
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"  FIn'o  of  the  crowns  so  fortunately  (liscovcrtd  al  ( iuarra/ar,"  nays  M.  de 

Lcisteyrie,  "have  crosses.    These,  attached  hy  a  chain  to  the  same  circular  top, 

were  evidently  intended  to  remain  suspended  across  the  circle  of  the  crown." 
The    cross    belono-inor    to    tlie    crown    of 

Recesvinthe  is  hy  far  the  richest ;    eight 

large  pearls  and  six  sapphires,  all  mounted 

in  open-work,  adorn  the  front.      The  four 
other  crosses  are  of  the  form  which   in 

heraldry  is  called  crolx  patve  ;    but   they 
differ  in  size  and  in  the  ornaments  with 

which  they  are  enriched. 

We  have  already  stated  that  the  kings 

and  grandees  of  the  Merovingian  period  dis- 

played in  their  plate  and  in  some  of  their 

state  furniture  a  richness  of  gold-work  the 

profuseness  of  which  was  ordinarily  op- 

posed to  good  taste.  We  have  seen  at  his 

work  the  celebrated  Saint  Eloi,  bishop- 

goldsmith  ;  and  we  have  mentioned  not 

only  his  remarkable  productions,  but  also 

the  enduring  influence  he  exercised  over  a 

whole  historical  period  of  art.  Finally,  we 

have  observed  that  Charlemagne — whose 

object  seems  to  have  been  not  only  to  imi- 

tate Constantine,  but  to  surpass  him — 

endowed  the  churches  magnificently  with 

works  of  art,  without  prejudice  to  the 

splendour  of  his  palaces. 

If  we  may  believe  tradition,  the  loss 

of  most  of  the  beautiful  objects  in  gold  be- 

longing to  that  monarch  may  have  been 

owing  to  the  circumstance  that  they  were 

buried  with  him  ;  and  that  the  emperors  of 

Germany,  his  successors,  may  not  haAC 

scrupled  to  appropriate  them,  some  rare 

specimens,    particularly  his    diadem    and  Fig.  86.— Votive  Crown  ot  Suintiia,  King  of  the 
,       ,      .  .,,  ^  1     •  1  -»r  Visigoths   from    621   to  631.     (Royal   Armoury, 

sword,   being  stiil  preserved  m  the  Jiu-      Madrid.) 

seum  of  Vienna  (Figs.  87  and  88). 

Ecclesiastical  display,  notably  extinct  during  the  period  of  trouble  and 

suffering  through  which  the  Church  passed  in  the  seventh  and  eighth 

centuries,    and   to    which    the  power  of  Charlemagne   was  to  put    an  end. 
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manifested  itself  in  an  extraordinary  degree  from  that  time.  For  example, 

it  was  calculated  that  under  Leo  III.,  who  occupied  the  pontifical  chair 

from  795  to  816,  the  weight  of  plate  given  by  the  Pope  to  enrich  the 

churches  amounted  to  no  less  than  1,075  pounds  of  gold  and  24,744  pounds 
of  silver ! 

Fig.  87. — The  Sword  of  Charlemange.     Preserved  in  the  Imperial  Treasury  at  Vienna. 

To  that  period  belongs  the  famous  gold  altar  of  the  basilica  of  St. 

Ambrose  of  Milan,  executed  in  835,  by  order  of  Archbishop  Angilbert,  by 

Yolvinius,  w^hich  has  come  down  to  our  time  in  spite  of  its  immense  intrinsic 

value.  ''  All  four  sides  of  this  monument,"  says  M.  Labarte,  "  are  of  extreme 
richness.     The  front,  entirely  of    gold,   is  divided  into  three  panels  by  a 
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border  of  enamel.  The  centre  panel  represents  a  cross  of  four  equal  projec- 

tions, formed  by  fdlets  of  ornaments  in  enamel,  alternatin*^  with  preeious 

stones  uncut  but  polished.  Christ  is  seated  in  the  centre  of  the  cross.  Tho 

symbols  of  the  Evangelists  occupy  its  branches.  Three  of  the  Ap(jstles  are 

placed  in  each  angle.  All  these  hgures  are  in  relief.  The  right  and  left 

panels  contain  each  six  bas-reliefs,  the  subjects  of  which  are  taken  from  the 

life  of  Christ ;  they  are  encircled  by  borders  of  enamels  and  precious  stones 

alternately  disposed.  The  two  sides  in  silver  relieved  with  gold  exhibit 

very  rich  crosses,  treated  in  the  same  style  as  the  borders.  The  back,  which 

is  also  of  silver  relieved  witli  gold,  is  likewise  divided  into  three  large  panels; 

Fig. 

.—Diadem  of  Charlemagne.    Presened  in  the  Imperial  1  rcasur>-  at  Vienna. 

that  in  the  centre  contains  four  medallions,  and  each  of  the  other  six  bas- 

reliefs,  of  which  the  life  of  St.  Ambrose  supplied  the  subjects.  In  one  of  the 

medallions  of  the  centre  panel  is  seen  St.  Ambrose  receiving  the  gold  altar 

from  the  hands  of  Archbishop  Angilbert  ;  in  the  other,  St.  Ambrose  is 

giving  his  benediction  to  Yolvinius,  the  master  goldsmith  {magister  faber),  as 

he  is  designated  in  the  inscription  transmitting  to  us  the  name  of  the  author 

of  this  work,  of  which  no  description  can  give  an  exact  idea." 

It  was  not  Italy  alone  which  possessed  skilful  goldsmiths,  and  encourage<l 

them.  We  have  in  particular,  among  other  enlightened  and  active  sup- 

porters of   ecclesiastical  gold- work,  a  succession  of  the  bishops  of  Auxerre, 
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to  whom  must  be  added  Ilincmar,  bishop  of  Rhcims,  who  caused  a  splendid 

slirine  to  be  made  for  the  relics  of  the  illustrious  patron  of  his  church. 

It  was  cased  in  plates  of  silver,  and  statues  of  twelve  bishops  adorned 
its  borders. 

But,  notwithstanding  all  its  artistic  magnificence,  the  jewellery  of  the 

West  w^as  only  a  reflex  of  the  wonders  produced  at  the  same  epoch  by  the 
goldsmiths  of  the  East,  or  Byzantines. 

One  of  the  most  curious  specimens  of  Byzantine  art,  preserved  in  Russia, 

is  a  gold  reliquary  lined  with  a  plate  of  silver,  in  the  centre  of  which  is  an 

embossed  representation  of  the  Crucifixion.  Above  the  head,  on  a  gilt 

nimbus,  is  an  inscription  in  Greek,  "  Jesus  Christ,  King  of  Glory.'*  This 
treasure,  remarkable  for  its  extreme  finish,  is  covered  with  a  mosaic  of  precious 

stones  of  different  colours,  in  partitions  of  gold  ;  the  cross  being  quartered 

in  enamel,  with  silver  filigree.  At  the  back  the  names  of  the  archiman- 

drite Nicolos  are  engraved.  It  is  a  work  of  the  tenth  century,  and  was 

found  in  the  Iberian  monastery  on  Mount  Athos. 

If  few  specimens  of  jewellery  have  come  down  to  us  of  a  date  prior  to 

the  eleventh  century,  this  may  be  accounted  for  not  merely  by  their  intrinsic 

value  having  indicated  them  to  the  uncivilised  as  fit  objects  of  plunder 

during  the  invasions  which  took  place  after  the  reign  of  Charlemagne,  but 

also,  as  we  have  elsewhere  remarked,  by  the  re-introduction  of  church  furni- 

ture, which  was  in  some  measure  a  necessary  result  of  renovated  architecture. 

It  was  right  to  adapt  the  style  of  plate  to  that  of  the  edifice  it  was  to  adorn. 

The  forms  which  were  then  employed  for  various  objects  of  church-service 

showed  the  influence  of  the  severe  style  derived  from  the  original  Byzantine 

type  ;  the  latter,  moreover,  explained  itself  by  the  repute,  especially  in 

metallurgy,  enjoyed  by  the  city  of  Constantine,  to  which  the  East  generally 

had  recourse  when  taking  in  hand  any  work  of  importance. 

The  German  school  particularly  would  acquire  a  Byzantine  character, 

owing  to  the  marriage  of  the  Emperor  Otho  11.  with  the  Greek  princess 

Theophania  (972) — an  alliance  which  naturally  bound  the  two  empires  in 
closer  ties,  and  attracted  a  considerable  number  of  artists  and  artisans  to 

Germany  from  the  East.  Of  the  works  of  that  period  still  in  existence,  one 

of  the  most  remarkable  is  the  rich  gold  cover  of  the  book  of  the  Gospels, 

now  in  the  Royal  Library,  Munich,  on  which  are  executed  in  the  embossed 

style  various  bas-reliefs  of  great  delicacy,  and  designed  with  the  purity  at 
that  time  distinguishing  the  Greek  school. 

The  Emperor  Henry  11.  was  therefore  welcomed  {hien-venu),  and,  if  one 

may  say  so,  wxll  served  by  the  condition  of  art  in  Germany,  when,  elevated 

to  the  throne  in  1002,  and  inspired  by  ardent  piety,  he  sought  by  princely 

liberality  to  the  churches  to  surpass  even  Constantine  and  Charlemagne.     It 
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is  to  Henry  that  the  Cathedral  of  Jia.sle  owes  the  deeorations  of  the  ultar,  to 
wliich  none  can  be  compared  for  richness,  except  that  *.f  Mihm,  to  which, 
however,  it  bears  no  reseinbhmce  in  its  style,  which  has  lost  every  trace  of 
the  antique,  and  is  a  clearly  pronounced  type  of  the  art  which  the  Middle 
Ages  were  to  create  as  their  own.  It  is  ri^^dit  to  mention  also  the  crowns  of 

the  emperor  and  of  his  wife,  now  preserved  in  tlie  Treasury  of  the  Kiu;,^  of 

Fig.  89.— Byzantine  Reliquan,-,  in  Enamel,  brought  from  Mount  Athos.     Tenth  Century. 
(Collection  of  M.  Sebastianof.) 

Bavaria.  Both  are  in  six  jointed  parts,  making  a  circle;  the  former  bears 

figures  of  winged  angels ;  the  other  four  leaves  designed  with  correctness 

and  grace,  and  executed  with  fine  skill.  "Moreover,"  says  M.  Labarte,  "  the 
taste  for  jewellery  was  then  generally  diffused  throughout  Germany ;  and 

many  prelates  followed  the  example  set  by  the  emperor.  AVilligis,  the  first 

Archbishop  of  Mayence,  may  be  cited :  he  endowed  his  church  with  a  crucifix 

'weighing  600  pounds,  the  several  parts  of  which  were  adjusted  with  such 
art  that   each   could  be  detached  at  the  joints  ;  and  Bernward,   Bishop  of 
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Hildeslieim,  himself  a  celebrated  goldsmith  like  St.  Eloi,  and  the  reputed 

maker  of  a  crucifix  enriched  with  precious  stones  and  filigrees,  as  well  as  of 

two  magnificent  candelabra,  which  still  constitute  a  portion  of  the  treasures 

of  the  church  whereof  he  was  the  pastor." 
About  the  same  period — that  is,  in  the  early  days  of  the  eleventh  century 

— a  monk  of  Dreux,  named  Odorain,  who  had  made  himself  famous  in  France 

by  his  works  in  precious  metals,  executed  a  large  nimiber  of  objects  for 

King  Robert,  intended  for  the  churches  the  monarch  had  founded. 

It  has  been  remarked  in  the  preceding  chapter,  that  the  Crusades  gave  a 

great  impulse  to  the  goldsmith's  art  in  Europe,  in  consequence  of  the  demand 
for    shrines   and    reliquaries   intended   for   the   reception  of   the   venerated 

Fig.  90. — Altar  of  Gold,  presented  to  the  ancient  Cathedral  of  Basle  by  the  Emperor  Henry  II.   Now  in  the 
Cluny  Museum. 

remains  of  saints  which  the  soldiers  of  the  faith  brought  back  from  their 

distant  expeditions  (Figs.  91  and  92).  The  offerings  of  consecrated  vessels 

and  of  altar-fronts  were  also  multiplied.  The  Holy  Scriptures  were  encased 

in  splendid  works  produced  by  the  goldsmiths.  To  speak  truly,  had  it  not 

been  for  the  essentially  religious  direction  which,  at  that  period,  certain 

departments  of  luxury  acquired  by  the  Crusaders  in  the  East  had  taken, 

we  might  perhaps  have  seen  the  arts  perish  in  the  first  burst  of  their 
revival. 

It  is  chiefly  to  the  minister  of  Louis  le  Gros,  Suger,  Abbot  of  Saint- 
Denis,  who  died  in  1152,  that  the  honour  of  this  consecration  of  arts  is 

due,  for  he  distinctly  proclaimed  himself  their  protector  ;  he  endeavoured  to 
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render  legitimate  their  position  in  tlie  State,  by  opposin*^  their  pious  aims 

to  tlie  too  exclusive  een.sures  of  St.  Bernard  and  his  disciples. 

Conjointly  with  the  powerful  abbot,  there  was  deserving  of  special  men- 

tion a  simple  monk,  Theopliihis,  an  eminent  artist  who  wrote  in  Latin  a 

description  of  the  Industrial  Arts  of  his  time  (Vicermrnm  Art  turn  Schrdu/a), 

and  devoted  seventy-nine  chapters  of  his  book  to  that  of  the  goldsmith. 
This  valuable  treatise  shows  us,  in  the  most  unmistakable  numner,  that  the 

goldsmiths  of  the  twelfth   century  must  have  possessed  a  comprehensiveness 

Fig.  91. — Enamelled  Shrine,  in  Limoges  Work  of  the  Twelfth  Century.     (Cluny  Museum.) 

of  knowledge  and  manipulation,  the  mere  enumeration  of  which  surprises  us 

the  more  now  that  we  see  industry  everywhere  tending  to  an  almost  infinite 

division  of  labour.  At  that  time  the  goldsmith  was  required  to  be  at  once 

modeller,  sculptor,  smelter,  enameller,  jewel-mounter,  and  inlay  worker.  He 
had  to  cast  his  own  models  in  wax,  as  well  as  to  labour  with  his  hammer  or 

embellish  with  his  graver  ;  he  had  to  make  the  plate  for  the  metropolitan 

churches,  and  to  produce,  by  the  ordinary  process  of  punching,  the  copper 

open-work  for  the  Uhri  paupenon,  &q. 
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The  treasury  of  the  Abbey  of  Saint-Denis  still  possessed  at  the  time  of 

the  Reyolution  several  chefs-cVceiivre  produced  by  the  artists  whose  processes 

are  described  by  Theophilus ;  especially  the  rich  mounting  of  a  cup  of 

Oriental  agate,  bearing  the  name  of  Suger,  which  he  is  believed  to  have 

used  for  the  mass  ;  and  the  mounting  of  an  ancient  sardonyx  vase,  known 

as  the  cup  of  the  Ptolemies,  which  Charles  the  Simple  had  given  to  the 

abbey.  Having  been  deposited,  1793,  in  the  Cabinet  of  Medals,  Paris,  the 

mounting  of  the  cup  of  the  Ptolemies  and  the  chalice  of  Suger  remained 

there  until  they  were  stolen  in  1804. 

Among  the  examples  of  that  period  still  existing,  and  which,  con- 

ditionally, every  one  is  permitted  to  inspect,  we  may  distinguish,  with 

M.    Labarte, — in   addition   to    "great    crown  of   lights"   suspended,  under 

Fig.  92. — Shrine  in  Copper  Gilt.    (End  of  the  Twelfth  Century.) 

the  cupola  in  the  cathedral  of  Aix-la-Chapelle,  and  the  magnificent  shrine  into 

which  Frederick  I.  collected  the  bones  of  Charlemagne, — in  the  Louvre : 

a  vase  of  rock-crystal  mounted  in  gold  and  embellished  with  gems,  presented 

to  Louis  YII.  by  his  T\ife  Eleanora;  in  the  Cluny  Museum:  several  candelabra; 

in  the  Imj^erial  Library  in  Paris :  the  covering  of  a  Latin  manuscript 

numbered  622 ;  a  cup  of  agate  onyx  (Fig.  93 j,  bordered  with  a  belt  of 

precious  stones  raised  on  a  groundwork  of  filigree  ;  and  the  beautiful  gold 

chalice  of  St.  Pemy  (Fig.  94),  which  after  ha^dng  appeared  in  the  Cabinet 

of  Antiquities,  was  restored  in  1861  to  the  treasury  of  the  church  of  Notre- 
Dame,  Pheims. 

Severe  forms  and  an  elevated  style  were  the  characteristics  of  the  jewelled 

works  of  the  eleventh  and  twelfth  centuries ;  and,  for  the  principal  elements 

of  accessory  embellishment,  we  most  frequently  see  pearls,  precious  stones, 
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with  cnamelicd  divisions  which,  according  to  the  minute  description  of 

Theophihis,  are  only  delicate  mosaics  wliosc  various  coloured  sej^ments  are 

separated  by  plates  of  gold. 

In  the  days  of  St.  Louis,  a  period  of  active  and  generous  piety,  there  was 

a  remarkable  increase  in  the  number  and  the  splen(hjur  of  the  gifts  of  jewel- 

lery to  the  churches.  For  instance,  it  was  then  that  lionnard,  Parisian  gold- 

smith, assisted  by  the  ablest  artisans,  devoted  two  years  to  the  manufacture  of 

the  shrine  of  8t.  Genevieve,  on  which  he  expended  one  hundred  and  ninety- 

three  marks  of  silver  and  seven  and  a  half  marks  of  gold,  the  mark  weighing 

eight  ounces.  The  shrine,  consecrated  in  1212,  was  in  the  form  of  a  little 

church,  with  statuettes  and  bas-reliefs  enriched  with  precious  stones.  It 

was  deposited  in  the  French  mint  in  17i)'J ;  but  the  spoil  realised  only 

twenty-three  thousand   eight   hundred  and  thirty  livres.     Half    a  century 

Fig-  93- — Drinking  Cup'of  Agate  ;  from  the  Treasury  of  the  Abbey  of  Saint- Denis. 
(Cabinet  of  Antiquities,  Nat.  Librarj-,  Paris.) 

earlier,  the  most  celebrated  German  goldsmiths  were  engaged  during  seven- 

teen years  upon  the  most  famous  reliquary  in  silver-gilt,  which  the  cathedral 

at  Aix-la-Chapelle  still  retains;  it  was  fabricated  from  the  gifts  deposited  in 

the  cathedral  poor-box  in  that  space  of  time,  an  edict  of  the  Emperor 

Barbarossa  having  appropriated  all  the  offerings  to  that  object  ''so  long  as 
it  remained  unfinished." 

Moreover,  that  period,  which  may  be  regarded  as  the  zenith  of  ecclesi- 

astical goldsmithery,  is  also  that  wherein  occurred  the  change  which  was  to 

introduce  the  same  lavishness  into  domestic  life.  But  before  entering  upon 

that  new  phase,  we  ought  to  mention  the  splendidly  enamelled  gold-work  of 

Limoges,  which  was  greatly  celebrated  for  several  centuries.  From  the  Gallo- 

Roman  period  Limoges  had  enjoyed  fame  for  its  goldsmiths'  work.     St.  Eloi, 



110  GOLD  AND  SILVER   WORK. 

the  great  goldsmith  in  the  time  of  the  Merovingian  kings  (Fig.  95),  was 

originally  from  that  country,  and  he  was  working  under  Alban,  a  goldsmith, 

and  master  of  the  mint  at  Limoges,  when  his  reputation  led  to  his  being 

called  to  the  court  of  Clotaire  II.  The  ancient  Homan  colony  had  retained 

its  industrial  speciality,  and  during  the  Middle  Ages  was  remarkable  for  the 

Fig.  94. — Chalice,  said  to  be  of  St.  Reray.    (Treasury  of  the  Cathedral  of  Rheims.) 

production  of  works  of  a  peculiar  character,  which  are  supposed  to  have 

been  fabricated  there  prior  to  the  third  century,  if  we  may  judge  from  a 

passage  in  Philostratus,  a  Greek  writer  of  that  period. 

This  work  was  in  a  mixed  style,  inasmuch  as  the  material  forming  the 

ground  of  the  work  is  copper ;  and,  moreover,  the  principal  effects  are  due 

not  less  to  the  skill  of  the  eiiameller  than  to  the  talent  of  the  worker  in  metal, 
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The  process  of  fabriciilioii  is  simple  onouf^li   to  dc^scrifx^,  ])ut    the   execution 
must  have  been  extremely  protracted  and  minute. 

"After  having  prepared  and  polished  a  ]date  of  copper,"  says  M.  Laharte, 

f '8r<  95-— 'Altar  Cross,  ascribed  to  St.  EIoL 

from  whom  we  take  this  description,  word  for  word,  *'  the  artist  marks  upon 
its  surface  all  those  parts  which  have  to  retain  their  elevation,  and  to  show  in 

the  work  when  finished,  in  order  to  divide  one  object  from  another ;  then  with 
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gouge  and  buriu  he  cuts  away  the  rest  of  the  surface  in  order  to  form  the 

hollows  in  which  the  enamel  is  to  be  placed.  Into  these  hollows  he  then  lays 

the  materials  which  are  to  be  vitrified  in  the  oven.  This  latter  operation  over, 

the  whole  surface  is  ground  and  polished,  to  make  it  even  and  to  give  it  lustre. 

Finally  the  copper  lines  are  gilt.  Down  to  the  twelfth  century  the  copper 

ground  was  used  only  to  define  contours,  but  in  after  times  whole  figures 

were  left  in  the  copper,  and  finished  with  the  burin  and  graver." 

Fig.  96. — An  Abbot's  Enamelled  Crozier,  made 
at  Limoges.     (Thirteenth  Centurj'.) 

Fig.  97. — A  Bishop's  Crozier,  apparently  of  Italian 
manufacture.  (Fourteenth  Centur}-.  Cathedral of  Metz.) 

Between  cloisonnes  and  chrnnpleves  enamels,  the  difference  is  only  in  the  first 

arrangement  of  the  divisions  to  receive  the  vitrifiable  compositions.  Making 

allowances  for  the  influence  of  fashion,  the  two  styles  were  held  in  almost 

equal  esteem.  Nevertheless,  it  seems  that  the  preference  ought  to  be  assigned 

to  the  goldsmith's  art  in  Limoges,  which,  at  a  time  when  a  demand  for  private 
reliquaries  and  collective  offerings  to  the  churches  arose,  had  this  advantage 

over  others,  that  it  was  much  less  costly,  and  consequently  more  accessible 
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to  all  classes  (Fig.  iH>).  In  tlie  present  day  (here  is  scarcely  a  inusciim,  or 

even  a  private  collection,  tliiit  docs  not  cnntain  some  speciiiHn  «»r  tlic  ancient 

Limousine  industry. 

With  the  fourteenth  century  the  goldsmiths'  art  ceascH  to  lavish  its 
splendour  exclusively  on  ecclesiastical  decoration  It  suddenly  became  sr) 

developed  among  tlic  laity  that  King  .John    (of    France)   desiring,    or   pre- 

Fig.  98.- An  Ancient  Camco-sctting  of  the  time  of  Charles  V.    (Cab.  of  Ant.,  Bibl.  Nat.,  Paris.) 

tending  to  desire,  to  restore  it  to  the  exclusive  line  it  had  till  then  retained, 

prohibited  by  an  ordinance,  in  1356,  the  goldsmiths  from  fabricating  gold 

or  silver  plate,  vases,  or  silver  jewellery,  of  more  than  one  mark  of  gold  or 

silver,  excepting  for  the  churches." 

But  it  is  possible  to  issue  ordinances  in  order  to  have  the  exclusive 

advantage  of  evading  them.  This  is  what  appears  to  have  then  occurred  ; 

for,  in  the  inventory  of  the  treasury  of  Charles  Y.,  son  and  successor  of 
I 
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the  king  who  signed  the  sumptuary  edict  of  1356,  the  value  of  the  various 

objects  of  orferrerie  is  estimated  at  no  less  than  nineteen  millions.  This 

document,  in  which  the  greater  number  of  the  articles  are  described  in 

the  minutest  detail,  would  suffice  in  itself  to  exhibit  a  truthful  historical 

A'iew  of  the  art  at  that  period  ;  and,  at  all  events,  it  affords  a  striking 
idea  of  the  artistic  progress  made,  and  of  the  extravagance  to  which  the 
trade  was  subservient. 

When  speaking  of  domestic  furniture,  we  gave  the  names  and  the  uses 

of  several  articles  which  were  displayed  on  the  tables  or  sideboards — plate- 

holders,  ewers,  urns,  goblets,  &c. ;  we  also  adverted  to  the  numerous  and 

capricious  forms  they  assumed — flowers,  animals,  grotesque  images.  We 

need  not,  therefore,  recur  to  the  matter  ;  but  we  ought  not  to  overlook 

the  jewellery,  of  all  sorts — insignia,  or  ornaments  of  the  headdress,  gems, 

clasps,  chains,  and  necklaces,  antique  cameos  (Fig.  98),  which  appear  in 

the  treasury  of  the  King  of  France. 

In  treating  of  ecclesiastical  furniture  we,  moreover,  observed  that  the 

goldsmith's  art,  although  devoting  itself  to  secular  ornaments,  nevertheless 
continued  to  work  marvels  in  the  production  of  objects  for  ecclesiastical  use ; 

it  would  be  mere  repetition  to  support  this  assertion  by  other  examples. 

But,  dismissing  those  two  questions,  let  a  contemporary  poet  raise  a 

third,  which  deserves  a  place  here.  Eustache  Deschamps,  who  died  in 

1422,  equerry  and  usher-at-arms  to  Charles  V.  and  Charles  YI.,  enumerates 

the  jewels  and  gems  which  the  female  nobility  of  the  time  aspired  to 

possess.     **It  was  indispensable,"  he  says — 
"  Aux  matrones, 

Nobles  paluis  et  riches  trones  ; 

Et  a  celles  qui  se  marient 
Qui  moult  tot  (bientot)  leurs  pensers  varient, 

Elles  veulent  tenir  d'usaige  .  .  . 
Vestments  d'or,  de  draps  de  soye, 
Couronne,  chapel  et  courroye 

De  fin  or,  espingle  d'argent  .  .  . 
Puis  couvrechiefs  a  or  batus, 

A  pierres  et  perles  dessus  .  .  . 
Encore  vois-je  que  leurs  maris, 
Quand  ils  reviennent  de  Paris, 

De  Eeims,  de  Eouen  et  de  Troyes, 

Leur  rapporent  gants  et  courroyes  .  .  . 

Tasses  d'argent  ou  gobelets  .  .  . 
Bourse  de  pi'  rreries, 
Coulteaux  a,  imagineries, 

Espingliers  (etuis)  tailles  a^emaux.' 

They  desired,  moreover,  and  said  that  they  ought  to  have  given  to  them — 

"  Pigne  (peigne)  et  miroir  d'i  voire  .  .  . 
Et  I'estui  qui  soit  noble  et  gent  (riche  et  beau), 
Pendu  a  chaines  d'argent  ; 
Heurs  (livrea  de  piete)  me  fault  de  Notre-Dame, 
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Qui  soient  du  soutil  (delicat)  ouvraigo, 

Dor  ot  d'azur,  richea  et  cointoH  (jolio«), liicn  ordoiines  et  bi<n  pointes  (ptintes), 

De  tin  draj)  d'or  tri'a-bitu  couvtrtos, 
Et  quand  clles  seront  ouvurtes, 

Dt  ux  f(  riiiaux  (agrafes)  d'or  qui  fermeront." 

AVe  tlius  see  tliat,  accorcliii«>  to  the  above  prograinine,  the  jewel-l>ox  of 
a  princess,  or  of  a  hidy  of  rank,  must  have  been  very  sphndid  in(k'e<l. 
Unfortunately  for  us,  the  specimens  of  these  female  ornaments  of  the 

fourteenth  and  fifteenth  centuries  are  very  rai'e  in  collections;  and  one  is 
almost  left  to  inuigine  their  appearance  and  their  richness  from  the  entries  in 

inventories,  that  chief  source  of  information  regarding  the  times  of  which 
the  memorials  have  disappeared. 

It  is  there  we  see  tlie  costliness  of  the  fermallx,  or  clasps  of  cloaks 
and  copes,  called   also  pectorauj\    because  they  fasten    the    gannent.s  across 

Fig.  90. — Scent-box  in  Chased  Gold.     i,French  Work  of  the  Fifteenth  Centur>-.) 

the  breast  ;  girdles,  chaplets,  portable  reliquaries,  and  other  ''  little  jewels 

(Fig.  99)  pendants  et  a  pendre,^  the  fashion  of  which  we  have  restored 
under  the  name  of  hreloques,  and  which  represent  every  variety  of  object 

more  or  less  whimsical.  ^Ve  see,  for  instance,  gold  clasps  representing 

a  peacock,  a  fleur-de-lis,  two  hands  '  clasped.'  This  one  is  embellished 
with  six  sapphires,  sixty  pearls,  and  other  large  gems;  that  one  with 

eighteen  rubies,  and  four  emeralds.  From  a  girdle  of  Charles  V.,  which 

is  made  "  of  scarlet  silk  adorned  with  eight  gold  mountings,"  are  sus- 

pended *'  a  knife,  scissors,  and  a  pen-knife,"  ornamented  in  gold ;  the 

trinkets  (pendants)  represent  *'  a  man  on  horseback,  a  cock  holding  a  mirror 

in  the  form  of  a  trefoil,"  or  a  "stag  of  pearls  with  enamelled  horns";  or, 
again,  a  man  mounted  on  a  double-headed  serpent,  "  playing  on  a  Saracenic 

horn."     Finally,  we  remark  that  in  reliquaries  a  fashion  long  established  was 
I  2 
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maintained,  wliich  consisted  of  forming  them  of  a  statuette  representing  a 

saint  (Fig  100),  or  of  a  subject  that  comprised  his  image,  and  to  which  were 

Fig.  loo.— Reliquan',  Silver-gilt,  surmounted  bj-  a  Statuette  of  the  Virgin  with  the  Infant  Jesus,  representing 

Jeanne  d'Evreux,  Queen  of  France.     (Museum  of  Sovereigns,  in  the  Louvre.) 

attached  by  a  small  chain,  relics  inlaid  in  a  little  tabernacle  of  gold  or  silver 

preciously  wrought. 



GOLD  AM)  SILVER    WORK. 

•'7 

But  now  tli('  fiftooiith  century  o])ens  out,  and  with  it  a  period  of  tumult. 

France  suddenly  beheld  her  industries  paralyzed.  Not  only  were  the  work- 

shops closed,  but  prince  and  nobles  were  more  than  once  constrained  to  appro- 

priate the  gorfi^cous  decorations  of  their  tables  and  their  collections  of  f^eins, 

to  pay  and  arm  warriors  under  tlieir  command,  c>r  even  to  redeem  themselves 

from  captivity. 

At  that  time  the  "goldsmith's  art  ilourislied  in  the  nei<>hbourin«»:  count rv 

of  Flanders,  then  quietly  submissive  to  the  powerful  hous(»  of  Burgundy, 
which,  with  equal  taste  and  liberality,  encouraged  the  art  which  had  installed 

itself  in  the  principal  cities.     This  was  also  an  epoch  of  magnificent  produc- 

Fijj.  loi. —  The  Ensign  of  the  Collar  ot  the  Goldsnmiis  ot  Viiunc.     (Iiitnnth  Centur)'.) 

tions  in  that  country,  but  not  more  than  one  or  two  examples  remain ; 

these  are  attributed  to  Corneille  de  Bonte,  who  worked  at  Ghent,  and  was 

generally  considered  the  most  skilful  goldsmith  of  his  time  (Figs.  101  and 

102).  However  that  may  be,  the  style  of  the  goldsmith's  art  of  the  fifteenth 

century  continued,  as  in  the  two  or  three  preceding  centuries,  conformable 

to  the  contemporaneous  style  of  architecture.  For  instance,  the  shrine  of 

Saint- Germain-des-Pres,  which  was  of  that  period,  had  the  form  of  a  small 

Gothic  church  ;  and  some  specimens  still  existing  in  Berlin  are  of  the 

Gothic  character,  the  prevaiKng  style  of  the  edifices  of  those  times.  But  an 

influence  was  making  itself  felt  that  was  not  long  in  entirely  modifWng  the 

general  aspects  of  the  productions  of  the  trade  we  are  considering.     That 
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transformation  must  have  been  promoted  by  Italy,  in  the  midst  of  wliich 

luxury  and  opulence  prevailed,  in  spite  of  intestine  troubles  and  serious  con- 

tentions  Avith    other    nations.      Genoa,  Venice,  Florence,   Rome,  had   long 

Fig.  I02. — Escutcheon  in  Silver-gilt,  executed  by  Corneille  de  Bonte,  in  the  Fifteenth  Centur}-. 
(Museum  of  the  Hotel  de  Ville,  Ghent.) 

been  so  many  centres  where  the  Fine  Arts  struggled  for  pre-eminence 

and  inspiration.  Among  the  majority  of  wealthy  merchants  who  had 

become  patricians  of  those  gorgeous  republics  were  found  so  many  Maecenases, 

under  whose  patronage  flourished  great  artists  countenanced  by  popes  and 
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princes.  "  From  the  nioinoiit,"  says  ̂ l.  Jiubartc,  "  that  Xi'ncolo  and  (/iovaniu 

of  Pisa  and  (notto  threw  oil'  tlic  IJyzantini'  yoke  and  caused  the  Arts  to 
emerp^e  from  hin^our,  that  of  the  ;4()hlsmith  could  no  lonj^er  find  favour  in 

Italy  but  by  maintainino^  itself  on  a  level  with  the  proj^ress  of  sculpt un-, 

whose  daugliter  it  was.  AVhen  we  know  tlial  the  o-reat  Donatello,  FilipjH) 

rnunelleschi,  the  bold  architect  of  the  dome  of  Idorenco,  Ghiberti,  tin- 

author  of  the  marvellous  doors  of  the  Baptistery,  had  goldsmiths  for  their 

earliest  masters,  we  may  judge  what  artists  the  Italian  goldsmiths  of  that 

period  must  have  been."  The  first  in  date  is  the  celebrated  Giovanni  of  I'i.sii, 
son  of  Niccolo,  who,  brought  from  Arezzo  in  rjS(>  to  sculjiturc  the  marble 

table  of  the  high-altar  and  a  group  of  the  Virgin  between  St.  (iregory  and 

St.  Donate,  desired  to  pay  tribute  to  the  taste  of  the  tinu^  by  ornamenting 
tlie  altar  with  those  fine  silver  chasings,  coloured  with  enamel,  to  which  we 

give  the  name  of  translucid  enamels  on  relief  ;  and  also  by  designing  a  clasp 

or  jewel  with  which  he  decorated  the  breast  of  the  Virgin.  Both  chasings 

and  clasp  are  now  lost. 

To  Giovanni  of  Pisa  succeeded  his  pujuls  Agostino  and  Agnolo  of  Siena. 

In  1'316  Andrea  of  Ognibene  executed,  for  the  Cathedral  of  Pistoia,  an 

altar-front,  which  has  come  down  to  us,  and  must  have  been  followed  by 

more  important  works.  Then  came  Pietro  and  Paolo  of  Arezzo,  Ugolino  of 

Siena,  and  finally  Master  Clone,  the  author  of  the  two  silver  bas-reliefs  still 

to  be  seen  on  the  altar  of  the  Baptistery  of  Florence.  Master  Clone,  whose 

school  was  a  large  one,  had  for  his  principal  pupils  Forzane  of  Arezzo  and 

Leonardo  of  Florence,  w^ho  worked  on  the  two  most  noted  monuments  of 

the  goldsmith's  art  which  time  and  depredations  have  respected — the  altar 
of  San  Giovanni  at  Pistoia,  and  that  same  altar  of  the  Baptistery  to  which 

the  bas-reliefs  of  Clone  were  afterwards  adapted.  During  more  than  a 

hundred  and  fifty  years  the  ornamentation  of  these  two  altars,  of  which  no 

description  can  give  an  idea,  was,  if  we  may  so  say,  the  arena  wherein  all 

the  most  famous  goldsmiths  met. 

At  the  end  of  the  fourteenth  century  Luca  della  Robbia,  who,  as  we  have 

seen,  distinguished  himself  in  ceramic  art,  and  afterwards  Brunelleschi,  no 

less  great  as  an  architect  than  as  a  sculptor,  came  forth  from  the  studio  of  a 

goldsmith.  At  the  same  period  shone  Baccioforto  and  Mazzano  of  Piacenza, 

Arditi  the  Florentine,  and  Bartoluccio,  master  of  the  famous  sculptor 

Ghiberti,  to  whom  we  owe  those  doors  of  the  Baptistery  which  Michael 

Angelo  said  deserved  to  be  the  gates  of  heaven. 

It  is  well  known  that  the  execution  of  these  doors  was,  in  1400,  submitted 

to  competition ;  and  it  may  be  said,  in  honour  of  the  goldsmith's  art,  that 

Ghiberti,  vying  with  the  most  celebrated  competitors — for  among  them  were 

Donatello  and  Brunelleschi — owed  his  triumph,  perhaps,  to  the  simple  fact 
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tliat  lie  had  treated,  as  it  were  by  habit,  his  model  with  all  the  delicacy  of  a 

goldsmith.      And  it  must  be  added  to  the  praise  of  the  great  artist,  that 

although  in  great  reputation  for  sculptured  works 

of  the  highest  importance,  he  adhered  faithfully 

all  his  life  to  his  first  profession,  and  considered  it 

not  derogatory  even  to  manufacture  jewellery. 

Thus,  for  example,  in  1428  he  mounted  as  a  sig- 
net for  Giovanni  de  Medicis,  a  cornelian  said  to 

have  belonged  to  the  treasury  of  Nero,  and  he  set 

it  as  a  winged  dragon  emerging  from  a  cluster  of 

ivy  leaves  ;  in  1429,  for  Pope  Martin  Y.,  a  morse 

and  a  mitre;  and  in  1439,  for  Pope  Eugenius  lY., 

a  golden  mitre,  embellished  with  five  and  a  half 

pounds  weight  of  precious  stones — its  front  repre- 

Fig.  103.— Shrine  of  the  Fifteenth  Centurj-.     (Collection  of  Prince  Soltykoff.) 

senting  Christ  surrounded  by  numerous  cherubs,  and  at  the  back  the  Yirgin 

in  the  midst  of  the  four  Evangelists. 

During  the  forty  years  employed  in  the  execution  of  the  doors  of  the 
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Baptistery,  Ghibcrti  coiitiiiiR'd  to  dn  Ivo  UHsistiUice  from  several  ̂ ^olclsniiths, 
who,  so  o:ui(lo(l,  could  not  fail  in  tiie'ir  turn  to  become  Hkilful  masters. 

The  list  would  be  long  of  goldsmiths  who,  by  the  single  force  of  thoir 
talents,  or  under  the  direction  of  renowned  sculptors,  vied  with  each  other 
for  two  centuricvs  in  tlie  production  of  the  luarvcllous  works  with  which 

the  churches  of  Italy  are  still  crowded;  and  in  fact  it  would  be  only  a 

monotonous  detail,  tlu^  interest  of  which  can  scarcely  be  enhanced  by  any 
description  we  could  give  of  their  works.  Nevertheless,  we  may  cite  the 
most  illustrious  of  them:  for  instance,  Andrea  Verrochio,  in  whose  studio 

Perugino  and  Leonardo  da  Vinci  passed  some  of  their  youth  ;  Domeni- 
chino  Ghirlandajo,  so  called  because  when  a  goldsmith  he  had  invented  an 
ornament  in  the  form  of  garlands,  of  which  the  ladies  of  Florence  were 

passionately  fond  ;  he  afterwards  relinquished  the  hannner  and  the  graver 

for  the  painter's  pencil ;  ̂laso  Finiguerra,  who,  reputed  to  be  the  cleverest 
niello-worker  of  his  time,  engraved  a  pdx,  or  paten,  still  preserved  in  the 
cabinet  of  bronzes  in  Florence,  and  acknowled":ed  to  be  the  first  enirravin*'' 

printed. 

In  1500  w^as  born  Benveuuto  Cellini,  who  was  U)  l)e  the  embodiment  of 

the  genius  of  the  goldsmith's  art,  and  who  raised  it  to  the  zenith  of  its 

power.  ''  Cellini,  a  Florentine  citizen,  now  a  scul2)t()r,"  as  his  c(jntemporary 

Yasari  relates,  "  had  no  equal  in  the  goldsmith's  art  when  devoting  himself 
to  it  iw  his  youth,  and  was  perhaps  for  many  years  without  a  rival  in  the 

execution  of  small  figures  in  full  relief  and  in  bas-relief  and  other  works  (jf 

that  nature.  Tie  mounted  precious  stones  so  skilfully,  and  decked  them  in 

such  marvellous  settings,  with  small  figures  so  perfect,  and  sometimes  so 

original  and  with  such  fanciful  taste,  that  one  could  not  imagine  anything 

better  ;  nor  can  we  adequately  praise  the  medals  which,  when  he  was  j-oung, 
he  engraved  with  incredible  care  in  gold  and  silver.  At  Rome  he  executed, 

for  Pope  Clement  VII.,  a  morse  in  which  he  represented  with  admirable  work- 

manship the  Eternal  Father.  He  also  mounted  with  rare  talent  a  diamond, 

cut  to  a  point,  and  surrounded  by  several  young  children  carved  iu  gold. 

Clement  VII.  having  ordered  a  gold  chalice  with  its  cup  sui)ported  by  the 

theological  attributes,  Benvenuto  executed  the  work  in  a  surprising  manner. 

Of  all  the  artists  who,  in  his  own  time,  tried  their  hands  at  engraving  medals 

of  the  Pope,  no  one  succeeded  better,  as  those  well  know  who  possess  them  or 
have  seen  them.  Also  to  him  was  entrusted  the  execution  of  the  coins  of 

Rome;  and  finer  pieces  were  never  struck.  ̂ Viter  the  death  of  Clement  VII., 

Benvenuto  returned  to  Florence,  where  he  engraved  the  head  of  Duke 

Alexander  on  coins,  which  are  so  beautiful  that  to  this  da}'  several  s]x?eimens 

are  preserved  as  precious  antique  medals  ;  and  rightly  so,  for  in  them  Ben- 
venuto surpassed  himself.     At  length  he  devoted  himself  to  sculpture  and  to 
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the  art  of  casting  statues.  He  executed  in  France,  where  he  was  in  the 

service  of  Francis  I.,  many  works  in  bronze,  silver,  and  gold.  Returning  to 

his  native  country,  he  was  employed  by  the  Duke  Cosmo  de  Medicis,  who 

at  once  required  of  him  several  works  in  jewellery,  and  afterwards  some 

sculptures. '' 
Thus,  Benvenuto  was  at  once  goldsmith  (Fig.  104),  medallist,  and  sculptor, 

and  excelled  in  all  these  arts,  as  many  of  his  productions  still  attest.     Never- 

Fig.  104. — A  Pendant,  after  a  design  by  Benvenuto  Cellini.     Sixteenth  Century. 
(Cabinet  of  Antiquities,  Bibl.  Nat.,  Paris.) 

theless,  the  majority  of  his  works  have  been  destroyed,  or  are  confounded 

with  those  of  his  contemporaries.  In  France  there  is  only  the  magnificent 

salt-cellar  which  he  executed  for  Francis  I. ;  Florence  possesses  the  mounting 

of  a  cup  in  lapis-lazuli,  representing  three  anchors  in  gold,  enamelled  and 

heightened  by  diamonds  ;  also  the  cover,  in  gold  enamelled,  of  another  cup 

of  rock  crystal.     But,   besides   the   bronze  bust  of   Cosmo  I.,  we  may  still 
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ndmirc  the  small  model  of  the  group  of  Perseus  and  Medusa,  whieh  in  size 

approaches  fvoldsmilh's  work  ;  and  \\w  bronze  pedestal,  decorated  with 
statuettes,  on  which  the  lar^e  «i:roup  stands,  under  the  Log^na  di  Lanzi  ;  works 
that  enable  us  to  see  of  what  Cellini  was  capjdjle  as  a  ̂ (ddsniith.  And,  let  us 
repeat,  the  influence  which  he  exercised  over  his  contemporaries  was  immense, 
as  well  in  Florence  as  in  Rome,  as  well  in  France  as  in  Germany  ;  and,  had 

his  work  been  thought  utterly  worthless,  he  would  remain  not  less  justlv 

celebrated  for  giving  an  impulse  to  his  time  by  imprinting  (»ii  tli<-  art  which 
he  ])rofessed  a  movement  as  fertile  as  it  was  bold. 

Moreover,  in  imitation  of  the  monk  Theophilus,  his  predecessor  of  the 

twelfth  century,  Benvenuto  Cellini,  after  liaving  given  practical  example, 
desired  that  the  theories  he  had  found  prevailing,  and  those  which  were  due 

Fig.  105. — Cup  of  Lapis-lazuli,  mounted  in  GoKl 
enriched  with  Rubies,  and  a  Figure  in  Gold 
enamelled.  (Italian  Work  of  the  i6th  Century.) 

Fig.  106. — Vase  of  Rock-crystal,  mounted 
in  Silver-gilt  and  enamelled.  (Italian 

Work  of  the  i6th  Centurj'.) 

to  his  faculty  for  originating,  should  be  preserved  for  posterity.  A  treati.se 

("  Trattato  intorno  alle  otto  principali  Arti  dell'  Orificeria"),  in  which  he 
describes  and  teaches  all  the  best  processes  of  working  in  gold,  remains  one 

of  the  most  valuable  works  on  the  subject ;  and  even  in  our  days  gold.^miths 

who  wish  to  refer  back  to  the  true  sources  of  their  art  do  not  neglect  to 
consult  it. 

The  artistic  style  of  the  celebrated  Florentine  gold.smith  is  that  of  a 

period  when  by  an  earnest  return  to  antiquity,  the  mythological  element  wa^ 

introduced  everywhere,  even  in  the  Christian  sanctuaries.  The  severity 

which  characterized  the  art  of  the  Middle  Ages,  ceased  to  influence  plastic 

productions,  when  models  began  to  be  taken  from  the  glorious  remains  of 

idolatrous   Greece    and   Rome.     The   art   which   the  religion  of  Christ  had 
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awakened  and  upheld  suddenly  became  again  Pagan,  and  Cellini  proved  himself 

an  enthusiast  for  the  temples  raised  in  honour  of  the  golds  of  Paganism. 

When  Cellini  came  to  France  he  found,  as  he  himself  says  in  his  book, 

that  the  work  consisted  "  more  than  elsewhere  in  grosserie  '*  (the  grosserie 

comprised  the  church  plate,  vessels,  and  silver  images),  "and  that  the  works 
there  executed  with  the  hammer  had  attained  a  degree  of  perfection  nowhere 

else  to  be  met  with." 

The  inventory  of  the  plate  and  jewxls  of  Henry  II.,  prepared  in  1560, 

at  Fontainebleau,  show  us  that,  after  the  departure  of  Benvenuto,  the  French 

goldsmiths  continued  to  deserve  his  praise ;  and  to  comprehend  of  what  they 

were  capable  in  the  time  of  Charles  IX.,  it  is  sujSicient  to  refer  to  the 

description,  preserved  in  the  archives  in  Paris,  of  a  piece  of  plate  which  the 

city  had  presented  to  the  king  on  his  entry  into  the  capital  in  1571. 

"It  was,"  says  that  document,  "a  large  pedestal,  supported  on  four 
dolphins,  and  having  seated  on  it  Cybele,  mother  of  the  gods,  representing 

the  mother  of  the  king,  accompanied  by  the  gods  Neptune  and  Pluto,  and 

the  goddess  Juno,  as  Messeigneurs  the  brothers,  and  Madam  the  sister  of  the 

king.  This  Cybele  was  contemplating  Jupiter,  who  represented  our  king, 

and  was  raised  on  two  columns,  the  one  of  gold  the  other  of  silver,  having 

his  device  inscribed — '  Pietate  et  Justitia.'  Upon  this  was  a  large  imperial 
crown,  on  one  side  held  in  the  beak  of  an  eagle  perched  on  the  croup  of  a 

horse  on  which  Jupiter  was  mounted,  and  on  the  other  side  supported  by  the 

sceptre  he  held — thus  being,  as  it  were,  deified.  At  the  four  corners  of  the 

pedestal  were  the  figures  of  four  kings,  his  predecessors,  all  of  the  same  name 

— that  is,  Charles  the  Great,  Charles  Y.,  Charles  YIL,  and  Charles  YIIL — 

who  in  their  time  fulfilled  their  missions,  and  their  reigns  were  happy,  as  we 

hope  will  be  that  of  our  king.  In  the  frieze  of  that  pedestal  were  the  battles 

jind  the  victories  of  all  kinds  in  which  he  was  engaged  ;  the  whole  made 

of  fine  silver,  gilt  with  ducat  gold,  chased,  engraved,  and  in  workmanship 

excellent,  that  the  style  surpassed  the  material." 
That  rare  piece  was  the  work  of  Jean  Pegnard,  a  Parisian  goldsmith  ; 

and  the  period  when  such  works  were  produced  was  precisely  that  during 

which  religious  wars  were  about  to  cause  the  annihilation  of  a  great 

number  of  the  chefs-cVoeuvre,  ancient  and  modern,  of  the  goldsmith's  art. 
The  new  iconoclasts,  the  Huguenots,  shattered  and  melted  down,  wherever 

they  triumphed,  the  sacred  vessels,  the  shrines,  the  reliquaries.  Then  were 

lost  the  most  precious  gold- wrought  memorials  of  the  times  of  St.  Eloi,  of 

Charlemagne,  of  Suger,  and  of  St.  Louis. 

At  the  same  period  Germany,  where  the  influence  of  the  Italian  school 

had  made  itself  felt  less  directly,  possessed  goldsmith's  ateliers  of  a  high 
character  at  Nuremburg  and  Augsburg  ;    these  furnished  the  empire,   and 
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even  foreign  countries,  with  rciMiukahlc  works.  A  now  career  oix-ned  in  tin; 
German  goldsmiths  by  tlie  invent Ivt-  caliinct-makcrs  of  tlicir  country,  in  tlio 

decoration  of  whose  productions  a])j)('ar  statuettes,  siKer  bas-relieis,  and 

inlays  of  gold  and  precious  stones. 

The  treasuries  and  the  museums  of  (jlerinany  have  suceeeded  in  i)reserving 
many  ricli  objects  of  that  period ;  one  of  the  most  rare  collectionH  of  the 

kind  is  that  in  J^erlin,  wh(»re,  in  substitution  for  the  originals  in  silver 
wdiich  have  been  melted  down,  are  gathered  a  great  nund)er  of  ]>eautiful 

bas-reliefs  in  lead,  and  several  vases  in  tin — copies  of  pieces  of  phite 

supposed  to  be  of  the  sixteenth  and  seventeeth  centuries.  And  on  tliis  |><)int 

it  may  be  remarked  that  on  account  of  the  high  price  of  tlie  material  and 

the  provisions  of  the  sumptuary  laws,  it  sometimes  hai)pened  th;it  goldsmiths 

manufactured  a  table-service  of  tin,  on  wliieli  they  bestowed  so  much  pains 
that  these  articles  were  transferred  from  the  sideboards  of  citizens  to  those 

of  princes.  The  inventory  of  the  Count  d'Angouleme,  father  oi'  IVancis  I., 
alludes  to  a  considerable  table-service  of  tin.  Indeed,  several  gohlsmiths 

devoted  themselves  exclusively  to  this  description  of  work  ;  and,  to  this  day, 

the  tins  of  Francois  Briot,  who  flourished  in  the  time  of  Henry  II.,  are 

regarded  as  the  most  perfect  specimens  of  the  plate  of  the  sixteenth  century. 

However  that  may  be,  after  Cellini,  and  until  the  reign  of  Louis  XIV., 

the  goldsmith's  art  did  but  follow  faithfully  in  the  footsteps  of  the  Italian 
master.  Elevated  by  the  impulses  of  the  Renaissance,  the  art  succeeded 

in  maintaining  itself  in  that  high  position  without,  however,  any  striking 

individualit}"  discovering  itself,  until,  in  a  century  not  less  illustrious 
than  the  sixteenth,  new  masters  appeared  and  imparted  to  it  additional 

lustre  and  magnificence.  These  are  named  Ballin,  Helaunay,  Julien 

Defontaine,  Labarre,  Vincent  Petit,  Roussel,  goldsmiths  and  jewellers  of 

Louis  XIV.,  who  retained  them  in  his  pay  and  lodged  them  in  the 

Louvre.  For  him  they  produced  an  imposing  collection  of  admirable  works, 

for  which  Le  Brun  often  furnished  the  designs,  and  under  an  inspiration 

altogether  French,  abandoned  the  graceful,  though  rather  thin  forms  of  the 

Renaissance,  and  gave  to  them  a  character  more  diffuse  and  grand.  Then  for 

a  short  time,  every  article  of  royal  furniture  proceeded  from  the  hands  of  the 

goldsmith,  only  to  disappear  once  more,  however,  when  the  requirements  of 

almost  perennial  war  sent  them  to  the  crucible. 

Having  finished  this  sketch  of  the  goldsmith's  art  in  general,  it  may 
be  as  well  to  add  a  brief  notice  of  the  French  goldsmiths,  and  of  the  wealthy 

corporation,  which  may  be  considered  not  only  the  most  ancient,  but  also  the 

model  of  all  those  formed  in  France  in  the  Middle  Ages.  But  first,  since  we 

have  already  referred  to  the  exceptional  part  taken  by  the  goldsmiths  of 

Limoges  in   the   industrial  movement   of   that    period,    we   cannot    proceed 
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further  without  noting  a  class  of  art- work  which  added  new  lustre  to  the 
ancient  city. 

"  Towards  the  end  of  the  fourteenth  centurj^,"  says  M.  Labarte,  "  the  taste 
for  gold  and  silver  articles  having  led  to  the  disuse  of  enamelled  copper,  the 

Limousine  enamellers  endeavoured  to  discover  a  new  mode  of  applying 

enamel  to  the  reproduction  of  graphic  subjects.  Their  researches  led  them 

to  dispense  with  the  chaser  for  delineating  the  outlines  of  design,  and  to 

entirely  overlay  the  metal  with  the  enamel.  The  first  attempts  at  this  novel 

painting  on  copper  were  of  course  very  imperfect ;  but  the  process  gradually 

improved  until  at  length,  in  1540,  it  attained  something  like  perfection.  At 

first  the  enamels  of  Limoges  were  almost  exclusively  devoted  to  sacred  sub- 

jects, of  which  the  German  school  furnished  the  designs.  But  the  arrival  of 

Italian  artists  at  the  court  of  Francis  L,  and  the  publication  of  engravings  of 

Figs.  107  and  io8. — Faces  of  an  Hexagonal  Enamelled  Salt-cellar,  representing  the  Labours  of  Hercules. 
Executed  at  Limoges,  for  Francis  I.,  by  Pierre  Raymond. 

the  works  of  Raphael  and  other  great  Italian  masters,  gave  a  new  direction 

to  the  school  of  Limoges.  II  Rosso  and  Primaticcio  painted  cartoons  for  the 

Limousine  enamellers ;  and  then  they  who  had  previously  worked  only  on 

plates  intended  to  be  set  in  diptychs  or  on  caskets,  created  a  new  species  of 

goldsmith's  art.  Basins,  ewers,  cups,  salt-cellars,  vases,  and  utensils  of  all 
sorts,  were  manufactured  in  thin  sheet-copper,  and  decorated  with  rich  and 

brilliant  painting." 
In  the  highest  rank  of  the  artists  who  have  rendered  this  attractive  work 

illustrious  we  must  place  Leonard  Limousin,  painter  to  Francis  I.,  who  was 

the  first  director  of  the  royal  manufacture  of  enamels  founded  by  that  king 

at  Limoges.      Then  followed  Pierre  Raymond   (Figs.   107  to   110),   whose 
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works  date  from  i:>:J4  to  IT^TcS,  the  Ponicauds,  Courtt-ys,  Martial  Kayiiioiid, 
Mercier,  and  Jean  J.iniousin,  onaraeller  to  Anne  of  Austria. 

With  the  remark  tlial,  at  the  end  ol'  the  sixteenth  century,  Venice, 
doubtless  iniitatin^^  J.inioges,  also  manufactured  pieces  of  ])late  in  enameHe<l 
co2)])er,  we  return  to  our  national  goldsmiths. 

St.  Eloi,  prime  minister,  if  sucli  a  phrase  may  ])e  used,  to  I)a«,'o]x?rt  I., 
was  the  founder  of  the  French  corporation  of  gohlsmiths.  "  lie  nuide  for  the 

king,"  says  an  old  chronicle,  *'  a  great  number  of  gold  vases  enriched  with 
precious  stones,  and  he  worked  incessantly,  seated  with  his  servant  ThiUon,  a 
Saxon  by  birth,  at  his  side,  wlio  hjUowed  the  lessons  of  his  master." 

Fig.  109. — Top  of  a  Limoges  Salt-cellar,  with  a  Portrait  of  Francis  I. 

This  extract  seems  to  indicate  already  that  the  goldsmith's  art  was 
organised  as  a  corporation,  and  that  it  comprised  three  ranks  of  artisans — 

the  masters,  the  journeymen,  and  the  apprentices.  Besides,  it  is  clear  that 

St.  Eloi  founded  two  distinct  corporations  of  goldsmiths — one  for  secular,  the 

other  for  religious  works,  in  order  that  the  objects  sacred  to  worship  should 

not  be  manufactured  by  the  same  hands  that  executed  those  designed  for 

profane  uses  or  worldh^  state.  The  scat  of  the  former  in  Paris  was  first  the 

Cite,  near  the  ver}-  abode  of  St.  Eloi,  long  known  as  the  maison  au/ere,  and 
surrounding  the  monastery  of  St.  Martial.  AVithin  the  jurisdiction  of  that 

monastery  was  the  space  comprised  between  the  Rue  de  la  Barillerie,  the  Rue 
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de  la  Calandre,  the  Rue  aiix  Feves,  and  the  Rue  de  la  Yieille  Drapcrie,  and 

known  as  the  Ceinture  Saint-EIoi.  A  raging  fire  destroyed  the  entire  quarter 

inhabited  by  the  goldsmiths,  excej^ting  the  monastery ;  and  the  lay  gold- 
smiths went  forth  and  established  themselves  as  a  colony,  still  under  the 

auspices  of  their  patron  saint,  in  the  shadow  of  the  Church  of  St.  Paul  des 

Champs,  which  he  had  caused  to  be  constructed  on  the  right  bank  of  the 

Seine.  The  assemblage  of  forges  and  shops  of  these  artisans  soon  formed 

a  sort  of  suburb,  which  was  called  the  Cloture,  or  Culture  St.  Eloi.  Subse- 

quently some  of  the  goldsmiths  returned  to  the  Cite ;  but  they  remained  on 

the  Grand-Pont,  and  returned  no  more  to  the  streets,  where  the  cobblers  had 

established  themselves.  Moreover,  the  monastery  of  St.  Martial  had  become, 

under  the  administration  of  its  first  abbess,  St.  Anne,  a  branch  of  the  gold- 

smith's school  which   the   "  Seigneur  Eloi "  had  established  in  631   in  the 

Fig.  no. — Ewer  in  Limoges  Enamel,  by  Pierre  Ra5mond. 

Abbey  of  SoKgnac,  in  the  environs  of  Limoges.  That  abbey,  whose  first 

abbot,  Thillon  or  Theau — a  pupil,  or  as  the  chronicle  expresses  it,  a  servant 

of  St.  Eloi — was  also  a  skilful  goldsmith,  preserved  during  several  centuries 

the  traditions  of  its  founder,  and  furnished  not  only  models,  but  also  skilful 

workmen,  to  all  the  monastic  ateliers  of  Christendom  which  exclusively 

manufactured  plate  for  the  churches. 

However,  the  secular  goldsmiths  of  Paris  continued  to  maintain  them- 

selves as  a  corporation ;  and  their  privileges,  which  they  ascribed  to  the 

special  regard  of  Dagobert  for  St.  Eloi,  were  recognised,  it  is  said,  in  768  by 

a  royal  charter,  and  confirmed  in  846  in  a  capitulary  of  Charles  the  Bald. 

These  goldsmiths  worked  in  gold  and  silver  only  for  kings  and  nobles,  whom 

the  sumptuary  laws  did  not  reach.  The  Dictionary  of  Jean  de  Garlande 

informs  us  that,  in  the  eleventh  centurv,  there  were  in  Paris  four  classes  of 
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workiHcii  ill  the  goldsmith's  trade— tlio.sc  wlio  coined  money  [mmmuhni),  the 
claa2)-imdvers  {finnnculani),  llic  maniil'acluicrs  ol'  drinkin«,'-p>ldetH  (ripharii), 
and  tlio  goldsmiths,  properly  so  culled  {anrifahri).  Thr  ateliern  and  the  Hhop- 
windows  of  these  last  W(  iv  on  tlie  l'<.n1-au-(Jhange  (Fig.  1 1  i),  in  comiK-tition 
witli  the  money-changers,  wlio  loi-  the  most  part  \V(iv  I...ml)ar(ls  or  ItalianH. 
From  that  epocli  a  rivalry  commenced  between  these  1  wo  trade  guilds,  which 
only  ceased  on  the  complete  downfall  of  the  money-chanirers. 

When  Etiennc  Boileau,  Provost  of  Paris  in  tlie  reign  of  Louis  TX.,  wroto 
in  obedience  to  the  legislative  designs  of  the  king,  his  famous  "  Livre  des 

Metiers,"  to  establish  the  existence  of  guilds  on  permanent    foundations,  he 

Fig.  III. —  Interior  of  the  Atelier  of  Etienne  Dclaulnc,  a  celebrated  polusmith  of  Paris,  in  the  .Sixtcenlh 
Century.    Designed  and  engraved  by  himself. 

had  scarcely  more  to  do  than  to  transcribe  the  statutes  of  the  goldsmiths, 

almost  the  same  as  those  instituted  by  St.  Eloi,  with  the  modifications  conse- 

quent on  the  ncw^  order  of  things.  By  the  terms  of  the  ordinances  drawn  up 
by  Louis,  the  goldsmiths  of  Paris  were  exempt  from  the  watch,  and  from  all 

other  feudal  services  ;  they  elected  ever}^  three  years  two  or  three  ancietiH 

(seniors)  "  for  the  protection  of  the  trade,"  and  these  aitciens  exercised  perma- 
nent vigilance  over  the  works  of  their  colleagues,  and  over  the  quality  of  the 

gold  and  silver  material  used  by  them.  An  apprentice  was  not  admitted  as  a 

master  until  after  ten  years'  apprenticeship  ;  and  no  master  could  have  more 
than  one  apprentice,  in  addition  to  those  belonging  to  his  owti  family.     The 

K 
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corporation,  so  far  as  concerned  the  fraternity  with  respect  to  works  for  cha- 
ritable and  devotional  purposes,  had  a  seal  (Fig.  116)  which  placed  it  under 

the  patronage  of  St.  Eloi ;  but,  with  regard  to  its  industrial  association,  it 

imprinted  on  manufactured  articles  a  8eing  or  stamp,  which  guaranteed  the 

value  of  the  metal.  The  corporation  soon  obtained,  from  Philip  of  Yalois, 

a  coat-of-arms,  which  conferred  on  it  a  sort  of  professional  nobility ;  and 

acquired,  owing  to  the  distinguished  protection  extended  to  it  by  that  king,  a 

position  which  nevertheless  it  did  not  succeed  in  preserving  in  the  united 

constitution  of  the  six  mercantile  bodies ;  for,  although  it  laid  claim  to  the 

first  rank  on  account  of  its  antiquity,  it  was  forced,  notwithstanding  the 

undeniable  superiority  of  its  works,  to  be  contented  with  the  second,  and  even 
to  descend  to  the  third  rank. 

The  goldsmiths,  at  the  time  of  the  compilation  of  the  code  of  professions 

bv  Etienne  Boileau,  were  already  separated,  voluntarily  or  otherwise,  from 

Fig.  112. — Stamp  of  Lyons. Fig.  113. — Stamp  of  Chartres. 

Fig  114. — Stamp  of  Melun. Fig.  n6.— Ancient  Corporate  Seal  of  the 
Goldsmiths  of  Paris. Fig.  115. — Stamp  of  Orleans. 

several  trades  which  had  long  aj)peared  in  their  train  ;  the  cnstalliers,  or 

lapidaries  ;  the  gold  and  silver  beaters  ;  the  embroiderers  in  orfroi  (gold- 

fringe)  ;  the  patenotriers  (bead- stringers)  in  precious  stones  lived  under  their 

own  regulations ;  the  monetaires  (bullion- dealers)  remained  under  the  control 

of  the  king  and  his  mint ;  the  hancqyiers  (drinking-cup  makers),  the  fermailleurs 

(makers  of  clasps),  the  pewterers,  boxmakers,  inferior  artisans  and  others 

who  worked  in  common  metals,  had  no  longer  any  connection  with  the 

goldsmiths  of  Paris.  But  in  the  provinces,  in  towns  where  the  masters 

of  a  trade  were  insu£B.cient  to  constitute  a  community  or  fraternity  having 

its  chiefs  and  its  o^ti  administration,  it  was  indispensable  to  reunite  under 

the  same  banner  the  trades  between  which  there  was  the  most  agreement, 

or  rather  the  least  contrariety.  Thus,  in  certain  localities  in  France  and 

the  Low  Countries,  the  goldsmiths,  proud  as  they  might  be  of  the  nobility 

of   their   origin,    sometimes   found    themselves   united   as   equals   with   the 
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pewterers,  the  mercers,  the  braziers,  and  even  the  grocers;  and  thus  it  came 

to  pass  that  they  combined  on  tluir  banners  of  tleurs-de-lis  tlie  pr<>iKT  annn 

of  each  of  these  several  trades.  'i'luis,  for  instance,  we  wee  the  banner 
of  the  goldsmiths  of  CasteUane  (Fig.  lls)  united  witli  the  retail  mercers 
and  tailors — it  shows  a  pair  of  scissors,  seak\s,  and  an  ell  measure ;  at 
Chauny  (Fig.  119),  a  ladder,  a  hanmier,  and  a  vase,  indicate  that  tlie  gold- 

smiths had  for  compeers  the  pewterers  and  the  slaters;  at  Giuise  (Fig.  120), 
the  association  of  farriers,  coppersmiths,  and  locksmiths,  is  allicnl  with  the 

goldsmiths  by  a  horseshoe,  a  mallet,  and  a  key  ;  the  brewers  of  llarlleur 

(Fig.  121)  quartered  in  tlicir  anus  four  barrels  between  the  bars  of  the 

cross  giikii  charged  with  a  goblet  of  gold,  which  was  the  emblem  of  their 

sa^^^mMKH^o 

Fig.  117. — Anns  of  the  Corporation  of  Goldsmiths  of  Paris. 

associates  the  goldsmiths;  at  Maringues  (Fig.  122),  the  gold  cup  on  a  field 

gules  surmounts  the  grocer's  candles. 
These  banners  were  displayed  only  on  great  public  ceremonies,  in  solemn 

processions,  receptions,  marriages,  the  obsequies  of  kings,  queens,  princes, 

and  princesses.  Exempted  from  military  serA-ice,  the  goldsmiths,  unlike 

other  trade  corporations,  had  not  the  opportunity  of  distinguishing  them- 

selves in  the  militia  of  the  communes.  They,  nevertheless,  occupied  the  first 

place  in  the  state  processions  of  trades,  and  frequently  filled  posts  of  honour. 

Thus  in  Paris  they  had  the  custody  of  the  gold  and  silver  plate  when  the 

good    city  entertained    some  illustrious  guest    at    a    banquet;    they  carried 
K   2 
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the  canopy  above  the  head  of  the  king  on  his  joyful  accession  ;  or,  crowned 

with  roses,  w^alked  bearing  on  their  shoulders  the  venerated  shrine  of 
St.  Genevieve  (Fig.  123). 

In  the  wealthy  cities  of  Belgium  the  goldsmiths,  by  virtue  of  their 

pri\41eges,  dictated  the  law  and  swayed  the  people.  No  doubt  in  France 

they  were  far  from  enjoying  the  same  political  influence ;  nevertheless,  one 

of  them  was  that  provost  of  merchants,  Etienne  Marcel,  who,  from  1356  to 

1358,  played  so  bold  a  part  during  the  regency  of  the  Dauphin  Charles. 

But  it  was  especially  in  periods  of  peace  and  prosperity  that  the  goldsmith's 
art  in  Paris  shone  in  all  its  splendour  ;  then  its  banners  incessantly  waved  in 

the  breeze  for  the  festivals  and  processions  of  its  numerous  and  wealthy 

Fig.  iig. 
Fig.    I20. 

Fig.    I2T. Fig.  122. 

brotherhoods   to    the   churches  of   Notre-Dame,  St.   Martial,   St.   Paul,   and 
St.  Denis  of  Montmartre. 

In  1337  the  number  of  the  wardens  of  the  goldsmith's  guild  in  Paris  had 
increased  from  three  to  six.  They  had  their  names  engraved  and  their 

marks  stamped  on  tablets  of  copper,  which  were  preserved  as  archives  in  the 

town-hall.  Every  French  goldsmith  admitted  a  master  after  the  production 

of  his  principal  work,  left  the  impression  of  his  sign  manual,  or  private 

mark,  on  similar  tablets  of  copper  deposited  in  the  office  of  the  guild  ;  while 

the  stamp  of  the  community  itself  was  required  to  be  engraved  at  the 

mint  to  authorise  its  being  used.  Every  corporation  thus  had  its  mark, 

which  the  wardens  set  on  the  articles  after  having  assayed  and  weighed  the 

metal.     These  marks,  at  least  in  the  later  centuries,  represented  in  general 
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the  special  arms  or  cmblcm.s  of  \\w  cities;  for  Lyoiis,  a  lion  ;  for  Mdun,  an 

eel;  for  C-harlres,  a  partridge;  for  Orleans,  tlie  head  «»f  Joan  of  Arc,  i\cc. 
(1m«,^s.  112  to  110). 

Tlie  goldsmiths  of  France  manifested,  and  with  reason,  a  jealousy  of  their 

privileges,  it  being  more  indispensable  for  tlicm  than  for  any  other  artisans 

to  iiis2)ire  that  confidence  without  wliich  the  track'  wouhl  have  been  lost  ;  for 

their  works  were  required  to  bear  as  autlientic  and  kgal  a  value  us  money 

itself.     Therefore,  it  may  be  understood  that  they  exercised  keen   vigilame 

r^   1 

Fig.  123. — The  Corporation  of  the  Goldsmiths  of  Paris  carrying  the  Shrine  of  St.  GeneviSve. 
(From  an  engraving  of  the  Seventeenth  Century.) 

over  all  gold  or  silver  objects  which  were  in  any  way  under  their  warranty  : 

hence  the  frequent  visits  of  the  sworn  masters  to  the  ateliers  and  shops  of  the 

goldsmiths ;  hence  the  perpetual  lawsuits  against  all  instances  of  negligence 

or  fraud ;  hence  those  quarrels  with  other  trades  which  arrogated  to  them- 
selves the  right  of  working  in  precious  metals  without  having  qualified  for 

it.  Confiscation  of  goods,  the  whip,  the  pillory,  were  penalties  inflicted  on 

goldsmiths  in  contraband  trade  who  altered  the  standard,  concealed  copper 

beneath  the  gold,  or  substituted  false  for  precious  stones. 
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It,  indeed,  seems  remarkable  that  wliile  for  the  most  part  other  trades 

were  subject  to  the  control  of  the  goldsmiths,  the  latter  were  responsible  only 

to  themselves  for  the  aggressions  which  they  constantly  committed  on  the 

domains  of  rival  industries.     AYhenever  the  object  to  be  manufactured  was 

Fig.  124. — Gold  Cross,  chased.    (A  French  Work  of  the  Seventeenth  Century.) 

of  gold,  it  belonged  to  the  goldsmith's  trade.  The  goldsmith  made,  by  turns, 
spurs  as  the  spur-maker  ;  armour  and  arms,  as  the  armourer ;  girdles  and 

clasps,  as  the  belt-maker  and  the  clasp-maker.     However,  there  is  reason  to 

Fig.  125.— Pendant,  adorned  with  Diamonds  and  Precious  Stones.    (Seventeenth  Century.) 

believe  that  in  the  fabrication  of  these  various  objects,  the  goldsmith  had 

recourse  to  the  assistance  of  special  artisans,  who  could  scarcely  fail  to  derive 

all  possible  advantage  from  such  fortuitous  associations.  Thus,  when  the 

gold-wrought  sword  carried  by  Dunois  when  Charles  YII.  entered  Lyons  in 
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1440,  wliich  was  mouuled  in  (liaiiionds  and  ruhk's  and  vahn-d  a!  more  than 

fifteen  thousand  crowns,  was  to  be  niadr,  tlie  work  of  tlie  goldsmiths 

probably  consisted  only  in  fashionin^,^  and  chasinr^  tlie  hilt,  while  the  sword- 
cutler  had  to  forge  and  temper  the  blade.  In  the  same  manner,  when  it 
was  required  to  work  a   jewelled  robe,  such  as  Marie  de  Medieis  wore  at  the 

Figs.  126  to  131.— Chain? 

baptism  of  her  son  in  1606,  the  robe  being  covered  with  thirty-two  thou.sand 

precious  stones  and  three  thousand  diamonds,  the  goldsmith  had  only  to 

mount  the  stones  and  furnish  the  design  for  fixing  them  on  the  gold  or 
silk  tissue. 

Figs.  132  to  136.— Rings. 

Long  before  Benvenuto  and  other  skilful  Italian  goldsmiths  were 

summoned  by  Francis  I.  to  his  court,  the  French  goldsmiths  had  proved 

that  they  needed  only  a  little  encouragement  to  range  themselves  on  a  level 

with  foreign  artists.     But  that  patronage  having  failed  them,  they  left  the 

Figs.  137  to  141. — Seals. 

country  and  established  themselves  elsewhere ;  thus  at  the  court  of  I  landers, 

Antoine  of  Bordeaux,  Margerie  of  Avignon,  and  Jean  of  Bouen,  distin- 

guished themselves.  It  is  true  that  in  the  reign  of  Louis  XII.,  who.se 

exchequer  had  been  exhausted  in  the  Italian  expeditions,  gold  and  silver  had 
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become  so  scarce  in  France,  that  the  king  was  obliged  to  prohibit  the  manu- 

facture of  all  sorts  of  large  plate  {grosserie).  But  the  discovery  of  America 

having  brought  with  it  an  abundance  of  the  precious  metals,  Louis  XII. 

recalled  his  ordinance  in  1510 ;  and  thenceforth  the  corporations  of  gold- 
smiths were  seen  to  increase  and  prosper,  as  luxuriousness,  diffused  by  the 

example  of  the  great,  descended  to  the  lower  ranks  of  society.  Silver  plate 

soon  displaced  that  of  tin  ;  and  before  long  personal  display  had  attained 

such  a  height,  ''  that  the  wife  of  a  merchant  wore  on  her  person  more  jewels 

than  were  seen  on  the  image  of  the  Virgin.''  The  number  of  the  goldsmiths 
then  became  so  great  that  in  the  city  of  Rouen  alone  there  were  in  1563  two 

hundred  and  sixty-five  masters  having  the  right  to  stamp  ! 

To  sum  up  this  chapter.      Until  the  middle  of  the  fourteenth  century 

Fig.  142.— Chased  and  Enamelled  Brooch,  embellished  with  Pearls  and  Diamonds.     (Seventeenth  Century.) 

religious  art  prevailed;  goldsmiths  were  engaged  only  in  making  shrines, 

reliquaries,  and  church  ornaments.  At  the  end  of  that,  and  during  the 

following  century,  they  manufactured  gold  and  silver  plate,  enriching  with 

their  work  the  treasuries  of  kings  and  nobles,  and  imparting  brilliancy  to 

dress.  In  the  sixteenth  and  seventeenth  centuries  the  goldsmiths  applied 

themselves  more  to  chasing,  enamelling,  and  inlay- work.  Everywhere  were 

to  be  seen  marvellous  trinkets — necklaces,  rings,  buckles,  chains,  seals  (Figs. 

124  to  142).  The  weight  of  metal  is  no  longer  the  principal  merit ;  the  skill 

of  the  workman  is  especially  appreciated,  and  the  goldsmith  executes  in  gold, 

in  silver,  and  in  precious  stones  the  beautiful  productions  of  painters  and 

engravers.  Nevertheless,  the  demand  for  delicate  objects  had  the  disadvantage 

of  requiring  much  solder  and  alloy,  which  deteriorated  the  standard  of  metal. 

Then  a  desjDcrate  struggle  commenced  between  the  goldsmiths  and  the  mint — 
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a  stru<i;o;lc  wliich  wiis  prosecuted  tlirouf^li  a  maze  of  Icj^al  proceedlii^H,  ix.'titi<iiw 
and  ordinances,  until  the  middle  of  tlie  rein:n  of  Louis  XV.  At  the  huiiio 

time  the  Italian  and  Gernuin  «»;oldsmiths  makinj^  an  irruption  into  France  and 

introducing  nuiterials  of  a  low  standard,  the  (dd  professional  integrity  W-ame 

suspected  and  was  soon  disregarded.  At  tlic  end  of  the  Hixtoenth  century 

very  little  plate  was  ornamented :  there  is  a  return  to  massive  plate,  the 

weight  and  standard  of  which  could  be  easily  verified.  Gold  is  scarcely  any 

longer  employed,  except  for  jewels ;  and  silver  in  a  thousiind  forms  crci»p8 
into  the  manufacture  of  furniture.  After  cabinets  covered  and  ornamented 

with  carving  in  silver,  came  the  furniture  invented  by  Claud  IJallin.  J  Jut  the 

mass  of  precious  metal  withdrawn  from  circulation  was  soon  returned  to  it, 

and  the  fashion  passed  away.  The  goldsmiths  found  themselves  re<luced  to 

manufacture  only  objects  of  small  size ;  and  for  the  most  part  they  limited 

themselves  to  works  of  jewellery,  which  subjected  them  to  less  annoyance 

from  the  mint.  Besides,  the  art  of  the  lapidary  had  almost  changed  its 

character,  as  well  as  the  trade  in  precious  stones.  Pierre  de  ̂ lontarsv, 

jeweller  to  the  king,  effected  a  kind  of  revolution  in  his  art,  which  the  travels 

of  Chardin,  of  Bernier,  and  of  Tavernier,  in  the  East  had,  so  to  say,  enlarged. 

The  cutting  and  mounting  of  precious  stones  has  not  since  been  excelled.  It 

may  be  said  that  Montarsy  was  the  first  French  jeweller,  as  Ballin  was  the 

last  goldsmith. 
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Modes  of  measuring  Time  among  the  Ancients. — The  Gnomon. — The  Water-Clock. — The  Hour- 
Glass. — The  Water-Clock,  improved  by  the  Persians  and  by  the  Italians. — Gerbert  invents 

the  Escapement  and  the  moving  Weights. — The  Striking-bell. — Maistre  Jehan  des  Orloges. — 
Jacquemart  of  Dijon. — The  first  Clock  in  Paris. — Earliest  portable  Timepiece. — Invention  of 

the  spiral  Spring. — First  appearance  of  Watches. — The  Watches,  or  "Eggs,"  of  Nuremberg. 
— Invention  of  the  Fusee. — Corporation  of  Clockmakers. — Noted  Clocks  at  Jena,  Strasburg, 
Lyons,  &c. — Charles- Quint  and  Jannellus. — The  Pendulum. 

ElMOIN'G  the  ancients  there  were  three  instruments  for 
measuring  time — the  gnomon,  or  sun-dial,  which  is 
only,  as  we  know,  a  table  whereon  lines  are  so 

arranged  as  successively  to  meet  the  shadow  cast 

by  a  gnomon,  thus  indicating  the  hour  of  the  day 

according  to  the  height  or  inclination  of  the  sun ; 

the  water-clock  {clejjsydra),  which  had  for  its  prin- 

ciple the  measured  percolation  of  a  certain  quantity  of  water  ;  and  the  hour- 
glass, wherein  liquid  is  exchanged  for  sand.  It  would  be  difficult  to  determine 

which  of  these  three  chronometric  modes  can  lay  claim  to  priority.  There  is 

this  to  be  said  that,  according  to  the  Bible,  in  the  eighth  century  before 

Christ,  Ahaz,  King  of  Judah,  caused  a  sun-dial  to  be  constructed  at  Jeru- 

salem; again,  Herodotus  says  Anaximander  introduced  the  sun-dial  into 

Greece,  whence  it  passed  on  to  the  other  parts  of  the  then  ci\dlised  world ; 

and  that,  in  the  year  293  before  our  era,  the  celebrated  Papirius  Cursor,  to 

the  astonishment  of  his  fellow- citizens,  had  a  sun-dial  traced  near  the  temple 

of  Jupiter  Quirinus. 

According  to  the  description  given  by  Athenoeus,  the  water-clock  was 
formed  of  an  earthenware  or  metal  vessel  filled  with  water,  and  suspended 

over  a  reservoir  whereon  lines  were  marked  indicating  the  hours,  as  the  water 

which  escaped  drop  by  drop  from  the  upper  vessel  came  to  their  level.  We 

find  this  instrument  employed  by  most  ancient  nations,  and  in  many  countries 

it  remained  in  use  until  the  tenth  century  of  the  Christian  era. 

In  one  of  his  dialogues  Plato  declares  that  the  philosophers  are  far  more 

fortunate  than  the  orators — ''  these  being  the  slaves  of  a  miserable  water- 

clock  ;  whereas  the  others  are  at  liberty  to  make  their  discourse  as  long  as 

they  please."     To  explain  this  passage,  we  must  remember  that  it  was  the 
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practice  in  the  Atheuiaii  courts  of  justice,  as  subsequently  in  those  of  Rome, 
to  measure  the  time  allowed  to  tlu?  advocates  for  i)lradinp;  by  means  of  a 
water-clock.  Three  e(|ual  jKjrtions  of  water  were  put  into  it— one  for  the 
prosecutor,  one  for  the  defendant,  and  the  third  for  the  judge.  A  man  was 
charged  with  the  special  duty  of  giving  timely  notice  to  eacli  of  tlie  three 

speakers  that  his  portion  was  nearly  run  out.  If,  on  some  unusual  (xicasion, 

the  time  for  one  or  other  of  the  ])arties  was  doubled,  it  was  called  "  adding 

water-clock  to  water-clock;"  and  when  witnesses  were  giv-ing  evidence,  or  the 
text  of  some  laW  was  being  read  out,  the  percolation  of  the  water  was  stoppe<l: 
this  was  called  aquam  snstuicre  (to  retain  the  water). 

The  hour-glass,  which  is  still  in  use  to  a  considerable  extent  for  measuring 

Fig.  143. — The  Clockmaker.    Designed  and  Engraved  by  J.  Amman. 

short  intervals  of  time,  had  great  analogy  with  the  water-clock,  but  was 
never  so  regular.  In  fact,  at  different  periods,  important  improvements  were 

applied  to  the  water-clock.  Vitruyius  tells  us  that,  about  one  hundred  years 

before  our  era,  Ctesibius,  a  mechanician  of  Alexandria,  added  several  cogged- 

wheels  to  the  water  clock,  one  of  which  moved  a  hand,  showing  the  hour  on  a 

dial.  This  must  have  been,  so  far  as  historical  documents  admit  of  proof,  the 

first  step  towards  purely  mechanical  horology. 

In  order,  then,  to  find  an  authentic  date  in  the  history  of  horology,  we 

must  go  to  the  eighth  century,  when  water-clocks,  still  further  improved, 

were  either  made  or  imported  into  France ;  among  others,  one  which  Pope 

Paul  I.  sent  to  Pepin  le  Bref.     TVe  must,  however,  believe  that  these  instru- 
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ments  attracted  but  little  attention,  or  that  they  were  speedily  forgotten ; 

for,  one  hundred  years  later,  there  appeared  a  water- clock  at  the  court  of 

Charlemagne,  a  jDresent  from  the  famous  caliph  Haroun-al-Raschid,  which  was 
regarded  as  a  notable  event.  Of  this  clock  Eginhard  has  left  us  an  elaborate 

description.  It  was,  he  says,  in  brass,  damaskeened  with  gold,  and  marked 

the  hours  on  a  dial.  At  the  end  of  each  hour  an  equal  number  of  small  iron 

balls  fell  on  a  bell,  and  made  it  sound  as  many  times  as  the  hour  indicated  by 

the  needle.  Twelve  windows  immediately  opened,  out  of  which  were  seen  to 

proceed  the  same  number  of  horsemen  armed  caj)-d'pie,  who,  after  performing 
divers  evolutions,  withdrew  into  the  interior  of  the  mechanism,  and  then  the 
windows  closed. 

Shortly  afterwards  Pacificus,  Archbishop  of  Yerona,  constructed  one  far 

superior  to  all  that  had  preceded  it ;  for,  besides  giving  the  hours,  it  indicated 

the  date  of  the  month,  the  days  of  the  week,  the  phases  of  the  moon,  &c. 

But  still  it  was  only  an  improved  water-clock.  Before  horology,  as  we 
understand  it,  could  commence,  it  was  neccessary  that  weights  should  be 

substituted  for  water  as  motive  power,  and  that  the  escapement  should  be 

invented ;  yet  it  was  only  in  the  beginning  of  the  tenth  century  that  these 

important  discoveries  were  made. 

"  In  the  reign  of  Hugh  Capet,"  says  M.  Dubois,  ̂ '  there  Hved  in  France 
a  man  of  great  talent  and  reputation  named  Gerbert.  He  was  born  in  the 

mountains  of  Auvergne,  and  had  passed  his  childhood  in  tending  flocks  near 

Aurillac.  One  day  some  monks  of  the  order  of  St.  Benedict  met  him  in  the 

fields ;  they  conversed  with  him,  and  finding  him  precociously  intelligent, 

took  him  into  their  convent  of  St.  Gerauld.  There  Gerbert  soon  acquired 

a  taste  for  monastic  life.  Eager  for  knowledge,  and  devoting  all  his  spare 

moments  to  study,  he  became  the  most  learned  of  the  community.  After 

he  had  taken  vows,  a  desire  to  add  to  his  scientific  attainments  led  him  to  set 

out  for  Spain.  During  several  years  he  assiduously  frequented  the  univer- 
sities of  the  Iberian  peninsula.  He  soon  found  himself  too  learned  for  Spain  ; 

for  in  spite  of  his  truly  sincere  piety,  ignorant  fanatics  accused  him  of 

sorcery.  As  that  accusation  might  have  involved  him  in  deplorable  conse- 
quences, he  preferred  not  to  await  the  result ;  and  hastily  quitting  the  town 

of  Salamanca,  which  was  his  ordinary  residence,  he  came  to  Paris,  where  he 

very  soon  made  himself  powerful  friends  and  protectors.  At  length,  after 

having  successively  been  monk,  superior  of  the  convent  of  Bobbio  in  Italy, 

Archbishop  of  Pheims,  tutor  to  Pobert  I.  King  of  France,  and  to  Otho  III., 

Emperor  of  Germany,  who  appointed  him  to  the  see  of  Pavenna,  Gerbert 

rose  to  the  pontifical  throne  under  the  name  of  Sylvester  11.  ;  he  died  in 

1003.  This  great  man  did  honour  to  his  country  and  to  his  age.  He  was 

acquainted  with  nearly  all  the  dead  and  living  languages ;  he  was  a  mechani- 
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ciaii,  astronomer,  physician,  gooniotrician,  al«^'('brai.st,  iNcc.  If.'  in(rfKliicc<l  the 

Arab  numerals  into  France.  In  the  stn-hisinn  of  his  mona.stie  cell,  as  in  his 

archiepiscopal  palace,  his  iavourite  relaxation  was  the  study  of  niechanicH. 

He  was  sldlled  in  makin«^  sun-dials,  water-clocks,  hour-glasses,  and  hydraulic 
organs.  It  was  he  who  first  applied  weight  as  a  motive  iK)wer  to  horology  ; 
and,  in  all  probability,  he  is  the  inventor  of  that  admirable  mechanism  called 

escapement — the  most  beautiful,  as  well  as  the  most  essential,  of  all  the 

inventions  which  have  been  made  in  horology." 
This  is  not  the  place  to  give  a  description  of  these  two  mechanisms, 

which  can  hardly  be  explained  except  with  the  assistance  of  purely  technical 

drawings;  but  it  may  be  remarked  that  weights  are  still  the  sole  motive 

power  of  large  clocks,  and  the  escapement  alluded  to  was  employed  through- 

out the  world  until  the  end  of  the  seventeenth  century.  Notwithstanding 

the  importance  of  these  two  inventions,  little  use  was  made  of  them  during 

the  eleventh,  twelfth,  and  thirteenth  centuries.  The  water-clock  and  hour- 

glass (Fig.  144)  continued  exclusively  in  use. 

History  does  not  infonn  us  who  was  the  inventor  of  the  striking 

machinerv ;  but  it  is  at  least  averred  that  it  existed  at  the  commencement 

of  the  twelfth  century.  The  first  mention  of  it  is  found  in  the  *'  Usages  de 

rOrdre  de  Citeaux,"  compiled  about  1120.  It  is  there  prescribed  to  the 

sacristan  so  to  regulate  the  clock  that  it  "  sounds  and  awakens  him  before 

matins;"  in  another  chapter  the  monk  is  ordered  to  prolong  the  lecture 

until  "  the  clock  strikes."  At  first,  in  the  monasteries,  the  monks  took  it  in 
turn  to  watch,  and  warn  the  community  of  the  hours  for  prayer ;  and,  in  the 

towns,  night  watchmen  were  maintained  to  announce  in  the  streets  the  hour 

denoted  by  the  clocks,  or  the  hour-glasses. 

To  give  an  idea  of  what  was  effected  about  this  time,  we  will  borrow  a 

passage  from  the  earliest  writings  in  which  horology  is  mentioned ;  that  is, 

from  a  MS.  by  Philip  de  Maizieres,  entitled  "  Le  Songe  du  Vieil  Pelerin  :  " 

— ''  It  is  known  that  in  Italy  there  is  at  present  (about  1300)  a  man  generally 
celebrated  in  philosophy,  in  medicine,  and  in  astronomy ;  in  his  station,  by 

common  report,  singular  and  grave,  excelling  in  the  above  three  sciences,  and 

of  the  citv  of  Padua.  His  surname  is  lost,  and  he  is  called  *  Maistre  Jehan 

des  Orloges,'  residing  at  present  with  the  Comte  de  Vertus;  and,  for  the 
treble  sciences,  he  has  for  yearly  wages  and  perquisites  two  thousand  florins, 

or  thereabouts.  This  Maistre  Jean  des  Orloges  has  made  an  instrument,  by 

some  called  a  sphere  or  clock,  of  the  movement  of  the  heavens,  in  which 

instrument  are  all  the  motions  of  the  signs  (zodiacal),  and  of  the  planets,  with 

their  circles  and  epicycles,  and  multiplied  differences,  wheels  {rocs)  without 

number,  with  all  their  parts,  and  each  planet  in  the  said  sphere,  distinctly. 

On  any  given  night,  we  see  clearly  in  what  sign  and  degree  are  the  planets 
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and  tlie  stars  of  the  heavens ;  and  this  sphere  is  so  cunningly  made,  that  not- 

withstanding the  multitude  of  wheels,  which  cannot  well  be  numbered  without 

taking  the  machinery  to  pieces,  their  entire  mechanism  is  governed  by  one 

single  counterpoise,  so  marvellous  that  the  grave  astronomers  from  distant 

regions  come  with  great  reverence  to  visit  the  said  Maistre  Jean  and  the  work 

of  his  hands ;  and  all  the  great  clerks  of  astronomy,  of  philosophy,  and  of 

Fig.  144. — An  Hour-glass  of  the  Sixteenth  Century. — French  AVork. 

medicine,  declare  that  there  is  no  recollection  of  a  man,  either  in  written 

document  or  otherwise,   who   in  this  world  has   made    so  ingenious   or   so 

important  an  instrument  of  the  heavenly  movements  as  the  said  clock   

Maistre  Jean  made  the  said  clock  with  his  own  hands,  all  of  brass  and  of 

copper,  without  the  assistance  of  any  other  person,  and  did  nothing  else  during 
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sixteen  entire  years,  if  the  writn-  of  ihc  hcxjk,  who  had  a  great  friendship  for 
the  said  Maistre  Jean,  has  been  ri«i;htly  informed." 

It  is  known,  on  the  other  hand,  that  the  famous  clockmaker,  whose  real 
name  Maizieres  assimies  to  be  h)st,  was  eaUed  Jaeques  de  Dondis;  and  that, 
in  spite  of  the  assertion  of  the  writer,  he  had  only  to  arrange  the  clock,  tho 
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Fig.  145. — ^Jacquemart  of  Notre-Dame  at  Dijon,  made  at  Courtray  in  the  Fourteenth  Century. 

parts  of  whicli  had  been  executed  by  an  excellent  workman  named  Antoine. 

However  this  may  be,  placed  at  the  top  of  one  of  the  towers  of  the  palace  of 

Padua,  the  clock  of  Jacques  de  Dondis  excited  general  admiration,  and 

several  princes  of  Europe  being  desirous  to  have  similar  clocks,  many  workmen 
tried  to  imitate  it. 

Among  the  most  remarkable  clocks  of  that  period,  we  must  refer  to  that 
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of  which  Froissart  speaks,  and  which  was  carried  away  from  the  town  of 

Courtray  by  Philip  the  Bold  after  the  battle  of  Rosbecque  in  1382. 

The  celebrated  clock  of  Dijon  was  then  as  now  surmounted  by  two 

automata  of  iron,  a  man  and  a  woman,  striking  the  hours  on  a  bell.  The 

origin  of  the  name  of  jacquemart  given  to  these  figures  has  been  much 

disputed.  Menage  believes  that  the  word  is  derived  from  the  IjQitin  jaccomar- 

chiardus  (coat  of  mail — attire  of  war)  ;  and  he  reminds  us  that,  in  the  Middle 

Ages,  it  was  the  custom  to  station,  on  the  summit  of  the  towers,  men  (soldiers 

wearing  the  jacque)  to  give  warning  of  the  approach  of  the  enemy,  of  fires, 

&c.  Menage  adds  that,  when  more  efficient  watchers  occasioned  the  discon- 

tinuance of  these  nocturnal  sentinels,  it  was  probably  considered  desirable  to 

preserve  the  remembrance  of  them  by  putting  in  the  place  they  had  occupied 

Fig.  146.— Clock  with  AVheels  and  Weights.     Fifteenth  Century. 
(Cabinet  of  Antiquities,  Bibl.  Nat.,  Paris.) 

iron  figures  which  struck  the  hours.  Other  writers  trace  the  name  even  to 

the  inventor  of  this  description  of  clocks,  who,  according  to  them,  lived  in 

the  fourteenth  century,  and  was  called  Jacques  Marck.  Finally,  Gabriel 

Peignot,  who  has  written  a  dissertation  on  the  jacquemart  of  Dijon,  asserts 

that  in  1422  a  person  named  Jacquemart,  clockmaker  and  locksmith,  residing 

in  the  town  of  Lille,  received  twenty-two  Kvres  from  the  Duke  of  Burgundy, 

for  repairing  the  clock  of  Dijon ;  and  from  that  he  concludes,  seeing  how 

short  the  distance  is  from  Lille  to  Courtray,  whence  the  clock  of  Dijon  had 
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been  taken,  that  this  Jacqucmart  iiii«,^ht  well  be  the  son  or  the  jpimdson  of 
the  clockmaker  who  had  const rueted  it  about  l-iGO  ;  consecjuently  the  name  of 
the  Jacqucmart  of  Dijon  is  derived  from  that  of  its  maker,  old  Jacquemart,  the 

clockmaker  of  Lille  (h'ig.  140). 
The  first  clock  possessed  by  Paris  was  that  in  the  tour  de  rhorlo<^e  of  the 

Palais  de  Justice.  Charles  V.  had  it  constructed  in  I-'JTO  l)y  u  German 
artisan,  Henri  do  Yic.  It  contained  a  weight  for  moving  power,  an  oscillat- 

ing piece  for  regulator,  and  an  escapement.  It  was  adorned  with  carvings 

by  Germain  l^ilon,  and  was  destroyed  in  the  eighteenth  century. 
In  1389,  the  clockmaker  Jean  Jouvence  made  one  for  the  Castle  of 

^lontargis.  Those  of  Sens  and  of  Auxerre,  as  well  as  that  of  Lund  in 

Sweden,  date  from  the  same  period.  In  the  last,  everj'  hour  two  cavaliers 
met  and  gave  each  other  as  many  blows  as  the  hours  to  be  struck ;  then  a 

door  opened,  and  the  Virgin  Mary  appeared  sitting  on  a  throne,  with  the 

Infant  Jesus  in  her  arms,  receiving  the  visit  of  the  ̂ lagi  followed  by  their 

retinue,  the  Magi  prostrating  themselves  and  tendering  their  presents. 

During  the  ceremony  two  trumpets  sounded ;  then  all  vanished,  to  rejx.*at  the 
performance  at  the  next  hour. 

Until  the  end  of  the  thirteenth  century,  clocks  were  destined  exclusively 

for  public  buildings ;  or  they  at  least  affected,  if  we  may  say  so,  a  monu- 

mental character  which  precluded  their  admission  into  private  houses.  The 

first  clock  Tsith  weights  and  the  flywheel  made  for  private  use  appeared  in 

France,  in  Italy,  and  in  Germany,  about  the  commencement  of  the  fourteenth 

century ;  but  naturally  they  were  at  first  so  costly  that  only  nobles  and 

wealthy  persons  could  obtain  them.  But  an  impulse  was  given  which  led  to 

the  manufacture  of  these  objects  more  economically.  In  fact,  it  was  not  long 

before  portable  clocks  were  seen  in  the  most  unpretentious  abodes.  This 

of  course  did  not  prevent  the  production  of  expensive  examples,  either  as 

regards  ornamentation  or  carving,  or  in  placing  the  clock  on  costly  pedestals 

or  cases,  ̂ N-ithin  which  were  suspended  the  weights  (Fig.  146). 
The  fifteenth  century  has  distinctly  left  its  mark  on  the  progress  of 

horology.  In  1401  the  Cathedral  of  Seville  was  enriched  with  a  magnificent 

clock  which  struck  the  hours.  In  1404,  Lazare,  a  Ser^-ian  by  birth,  con- 
structed a  similar  one  for  Moscow.  That  of  Lubeck,  which  was  embellished 

with  the  figures  of  the  twelve  apostles,  dates  from  1405.  It  is  proper  to 

notice  also  the  famous  clock  which  Jean-Galeas  Yisconti  had  made  for  Pa  via ; 

and  more  especially  that  of  St.  Marc  of  Venice,  which  was  not  executed 
imtil  1495. 

The  spring  was  invented  in  the  time  of  Charles  VII. :  a  band  of  very  fine 

steel,  rolled  up  into  a  small  drum  or  barrel,  produced,  in  unrolling,  the  effect 

of  the  weights  on  the  primitive  movements.     To  the  possibility  of  enclosing 
L 
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the  motive  power  in  a  confined  S23ace  is  due  the  manufacture  of  very  small 

clocks.  In  fact,  one  finds  in  certain  collections,  clocks  of  the  time  of 

Louis  XI.,  remarkable  not  only  for  the  artistic  richness  of  their  decoration, 

Fig.  147. — A  portable  Clock  of  the  time  of  the  Valois. 

but  still  more  so  for  the  small  space  they  occupy,  although  they  are  generally 

of  very  complicated  mechanism ;  some  marking  the  date  of  the  month, 

striking  the  hour,  and  serving  also  as  alarm-clocks. 

It  is  difficult,  if  not  impossible,  to  determine  the  exact  date  of  the  inven- 
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tioii  of  watclios.  l)ut,  in  truth,  wc  oiiglit  pcrliaps  to  rof^anl  the  watch  as 

only  a  portable  ehuk.  ll  is  however  true,  aceonliii^^  to  the  statements  found 

in  Pancirolc  and  l)u  Verdier  by  the  authors  of  the  "  Kncyelop;i'dia  of 

Sciences,"  that  at  tlie  end  of  thi-  tifteenth  century  wat^lics  were  made  no 
hirger  than  an  abnond.  Kven  the  names  Myrmecides  and  Carovagius  ure 
cited  as  those  of  two  celebrated  artisans  in  such  work.  It  was  said  that  the 

latter  made  an  alarm-watch  which  not  only  sounded  at  any  required  hour, 
but  even  struck  a  light  for  a  candle.     15esides,  we  know  for  certain  that,  in 

Figs.  148  to  150.— Watches  of  the  Valois  Epoch.    (Sixteenth  Century.) 

the  time  of  Loiiis  XI.,  there  were  watches  very  small  yet  perfectly  manufac- 

tured ;  and  it  is  proved  that,  in  1500,  at  Nuremberg,  Peter  Hele  made  them 

of  the  form  of  an  e^^,  and  consequently  the  watches  of  that  country*  were 
long  known  as  Nuyemherg  eggs. 

AYe  loaru,  moreover,  from  history  that  in  15-1:*2,  a  watch  which  struck 

the  hours,  set  in  a  ring,  was  offered  to  Guidobaldo  Rovere ;  and  that  in 

1575,  Parker,  Archbishop  of  Canterbury,  bequeathed  to  his  brother  Richard 

a  cane  of  Indian  wood  having  a  w^atch  placed  in  its  head ;  and,  finally,  that 
\.  2 
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Henry  VIII.  of  England  wore  a  very  small  watch,  requiring  to  be  wound  up 

only  every  eiglitli  day. 

It  is  not  inappropriate  liere  to  remark  tliat  tlie  time  kept  by  tbese  little 

machines  was  not  regular  until  an  ingenious  workman,  whose  name  has  not 

come  down  to  us,  invented  the  fusee,  by  which  a  compensating  action  was 

provided  for.  Subsequently  a  clockmaker  named  Gruet  improved  this  part 
of  the  mechanism. 

The  use  of  watches  spread  rapidly  in  France.  In  the  reigns  of  the  Yalois, 

a  large  number  were  made  of  very  diminutive  size  and  in  all  sorts  of  forms, 

especially  those  of  an  acorn,  an  almond,  a  Latin  cross,  a  shell  (Figs.  148  to 

150).  They  were  engraved,  chased,  enamelled;  the  hand  which  marked  the 

hour  was  very  frequently  of  delicate  workmanship,  and  sometimes  ornamented 

with  precious  stones.  Some  of  these  watches  set  in  motion  symbolic  figures, 

as  well  as  Time,  Apollo,  Diana,  the  Yirgin,  the  Apostles,  and  the  saints. 

Having  thus  reached  the  middle  of  the  sixteenth  century,  we  must  be 

content  with  the  mention  of  some  of  the  remarkable  works  produced  by  an 

art  that  had  already  manifested  itself  with  a  power  never  to  be  diminished. 

The  clock  which  Henry  11.  had  constructed  for  the  chateau  of  Anet  has 

long  been  regarded  as  very  curious.  Every  time  the  hand  denotes  the  hour, 

a  stag  appears  from  the  inside  of  the  clock,  and  darts  away  followed  by 

a  pack  of  hounds  ;  but  soon  the  pack  and  the  stag  stop,  and  the  latter, 

by  means  of  very  ingenious  mechanism,  strikes  the  hour  with  one  of 
his  feet. 

A  clock  at  Jena  (Fig.  151),  which  is  still  in  existence,  is  not  less 

famous.  Above  the  dial  is  a  bronze  head  presumed  to  represent  a  buffoon 

of  Ernest,  Elector  of  Saxony,  who  died  in  1486.  When  the  hour  is  about 

to  strike,  the  head — so  remarkably  ugly  as  to  have  given  the  clock  the  name 

of  the  monstrous  head — opens  its  very  large  mouth.  A  figure  representing 

an  old  pilgrim  offers  it  a  golden  apple  on  the  end  of  a  stick  ;  but  just  when 

poor  Hans  (so  was  the  fool  called)  is  about  to  close  his  mouth  to  masticate 

and  swallow  the  apple,  the  pilgrim  suddenly  withdraws  it.  On  the  left  of 

the  head  is  a  singing  angel  (the  device  of  the  city  of  Jena),  holding  in  one 

hand  a  book,  which  he  raises  towards  his  eyes  whenever  the  hours  strike,  and 

with  the  other  hand  he  rings  a  bell. 

The  town  of  Niort,  in  Poitou,  possessed  also  an  extraordinary  clock, 

ornamented  with  a  great  number  of  allegorical  figures — the  work  of  Bouhain, 

in  1570.  A  much  more  famous  clock  was  that  of  Strasburg  (Fig.  152), 

constructed  in  1573,  and  which  was  long  considered  a  wonder.  It  was 

entirely  restored  in  1842  by  M.  Schwilgue.  Angelo  Eocca,  in  his  "  Com- 

mentarium  de  Campanis,"  gives  a  description  of  it.  Its  most  important 
feature  was  a  moving  sphere,  whereon  were  represented  the  planets  and  the 
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constellations,  wliicli  coniplotod  its  rotation  in  tliicc  liiiiidrcd  and  sixty-five 

days.  On  two  sides  of  the  dial  and  Ik'Iow  it  tlic  principal  festivals  of  tho 

year  and  solemnities  of  the  Churtli  wvxn  represented  by  allegorieal  lij^urcs. 

Other  dials,  distributed  symmetrically  on  tlic  facade  of  tlie  tower  in  whldi 

the  clock  is  situated,  marked  the  days  of  the  week,  tlie  date  of  tlie  montli, 

the  signs  of  the  zodiac,  the  phases  of  the  moon,  the  rising  and  setting  of  tho 

sun,  &c.     Every  hour  two  angels  sounded  tlu^  trninju't.     Wlw  n   tlie  concert 

^^„,j,li.:|ll^.j|iUJ,,u|||(,j^;.p,i^'ug,,;.^,,;(,r,„i|^jJ|.  .1 

Fig.  151.— Clock  of  Jena,  in  Germany.    (Fifteenth  Century.) 

was  finished,  the  bell  tolled;  then  immediately  a  cock,  perched  on  the 

summit,  spread  his  wings  and  crowed.  The  striking  machinery,  by  means 

of  movable  trap  doors,  cylinders,  and  springs  concealed  in  the  interior  of 

tbe  clock,  set  in  motion  a  considerable  nmnber  of  automata,  executed  with 

mucli  skill.  Angelo  Eocca  adds  that  the  completion  of  this  chef-d' (cucre 
was  attributed  to  Xicolas  Copernicus  ;  and  that  when  this  able  mechanician 

bad  finished  his  work,  the  city  authorities  had  his  eyes  put  out  in  order 

to  prevent  him  making  a  similar  clock  for  any  other  city. 



Fig.  152. — Astronomical  Clock  in  the  Cathedral  at  Strasburg,  constructed  in  1573. 
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A  similar  tradition  is  attached  to  tin-  liisjoiy  of  another  clock,  still  in 
existence,  MJiicli  was  not  less  cek-brated  than  that  of  Straslmr^^  We 
refer  to  that  in  tlie  Churcli  of  St.  John  at  Lyons,  made  in  10()S  |,y 
Nicholas  Lii)piiis,  a  clockmakcr  of  IJash',  repaired  and  enlarged  subse- 

quently hy  Nourisson,  an  artisan  ol"  Lycms.  Only  the  horary  mechanism 
now  acts  ;  but  the  clock  is  not  on  that  account  ne<,^lecte<l  ]»v  visitors,  to 
whom  the  worthy  attendants  still  repeat  in  pt'rfect  faith  that  T.ippius 

was  put  to  death  as  soon  as  he  had  finished  his  chrf-d'nuirr. 
To  these  famous  clocks  must  be  added  those  of  8t.  Lambert  at  Lii'-L^e. 

of  Nurcmberp:,  of  Augsburg,  and  of  Basle;  that  of  ̂ fedina  del  Camjx), 
in  Spain,  and  tliose  which,  in  the  reign  of  Charles  L,  or  during  the 

Protectorship   of  Cromwell,  were  manufactured  and  placed   in   J'^ngland   at 

!■'&•  153- — Top  of  an  Hour- Glass,  engraved  and  gilt.     (A  French  Work  of  the  Sixteenth  Ccnturj*.) 

St.  Dunstan's  in  London,*  in  the  Cathedral  of  Canterbury,  in  Edinburgh,  and 
in  Glasgow,  &c. 

Before  concluding,  and  to  do  justice  to  a  century  of  decline,  we  are 
bound  to  acknowledjjc  that  some  years  before  the  death  of  Cardinal 

Richelieu — that  is  to  say,  from  1630  to  1G40 — artists  of  ability  made 
praiseworthy  efforts  to  create  a  new  departure  in  horology.  But  their 

attention  was  given  rather  to  improvement  of  the  mechanism  than  to 

beauty  and  thoroughness  of  workmanship.  The  period  of  great  construc- 
tions and  delicate  marvels  was  past.  Ornamental  jacquemarfs  were  no 

longer  placed  in  belfries.  Mechanical  chefs-cVceuvre  were  no  longer  set  in 

frail  gems.  The  time  was  still  far  off  when,  laying  down  the  sceptre  of 

the  empire,  the  conqueror  of  Francis  I.  retired  to  a  cloister  and  employixl 

himself  in  the   construction  of  complicated  clockwork.     Charles  V.  had  as 

*  This  clock  was  removed  when  St.  Dunstau's  Church,  in  Fleet  Street,  was  rebuilt.— D. 
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assistant,  if  not  as  teacher,  the  learned  mathematician,  Jannellus  Turianus, 

whom  he  had  induced  to  join  him  in  his  retreat.  It  is  said  that  he  enjoyed 

nothing  so  much  as  seeing  the  monks  of  Saint-Just  standing  amazed  before 
his  alarum  watches  and  automaton  clocks  ;  but  it  is  also  stated  that  he  was 

in  despair  at  being  obliged  to  admit  that  it  was  as  impossible  to  establish 

perfect  concord  among  clocks  as  among  men. 
In  truth,  Galileo  had  not  yet  arrived  to  observe  and  formulate  the  laws 

of  the  pendulum,  which  Huygens  was  happily  to  apply  to  the  movements 
of  horology. 
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Supposed  Date  of  their  Invention. — Existed  in  India  in  the  Twelfth  Century. — Their  connection 
with  the  Game  of  Clics3. — Brought  into  Europe  after  the  Crusades. — Firtst  mention  of  a  Game 

■with  Cards  in  1372. — Cards  well  known  in  the  Fifteenth  Century  in  Spain,  Germany,  and 
France,  under  the  name  of  Tarots. — Cards  called  Charles  the  Sixth's  must  have  been  Tarolt. — 
Ancient  Cards,  French,  Italian,  and  Gennan. — Cards  contributing  to  the  Invention  of  Wood- 
Engraving  and  Printing. 

pIE  origin  of  playing-cards  has  for  many  years 

past  formed  a  special  subject  of  investigation 

among  scholars  and  antiquarians.  For,  how- 

ever trifling  the  matter  may  appear  in  itself, 

this  curious  point  is  connected  with  two  of 

the  most  important  inventions  of  modern  times 

— engraving  and  printing. 
We  must  not,  however,  take  upon  ourselves 

to  assert  too  positively  that  all  the  profound 

researches,  persevering  study,  and  ingenious 

deductions  which  have  been  applied  to  the 

subject  have  entirely  succeeded  in  solving  the 

points  in  doubt.  Nevertheless,  a  certain 

degree  of  light  has  been  thrown  upon  them, 

by  which  we  shall  endeavour  to  profit. 

The  question  is,  at  what  date  are  we  to  fix  the  invention  of  playing-cards, 
and  to  whom  are  we  to  attribute  it  ?  In  order  to  answer  these  queries,  they 

must  be  di^-ided ;  for,  although  the  introduction  of  plapng-cards  into  Europe 

may  not  date  back  beyond  the  fourteenth  century,  and  the  invention  of  our 

game  of  piquet  may  not  have  been  prior  to  the  reign  of  Charles  YIL,  it  is 

at  least  asserted — (1st),  that  playing-cards  existed  in  India  in  the  twelfth 

century;  (2nd),  that  the  ancients  played  at  games  in  which  certain  figures 

and  numbers  were  represented  on  dice  or  tablets;  (3rd),  that  in  comparatively 

recent  times  the  game  of  chess  and  the  game  of  cards  presented  striking 

afiinities,  proving  the  common  origin  of  these  two  games — one  connected 
with  painting,  the  other  with  sculpture. 

If  we  are  to  believe  Herodotus,  the  Lydians,  in  order  to  beguile  the 

sufferings  of  huns^cr  durins^  a  long  and  cruel  famine,  invented  nearly  every 
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game,  especially  that  of  dice.  Later  authors  ascribe  tlie  honour  of  these 

inventions  to  the  Greeks,  when  irritated  at  the  tedious  delays  of  the  siege 

of  Troy.  Cicero  even  mentions  by  name  Pyrrhus  and  Palamedes  as  the 

originators  of  the  "games  in  use  in  camps"  [ludos  castrenses) .  What  were 
these  games  ?     Some  say,  chess  ;  others,  dice  or  knuckle-bones. 

Certain  very  ancient  specimens  prove  unquestionably  that  the  Indian 

cards  were  nothing  but  a  transformation  of  the  game  of  chess ;  for  the 

principal  pieces  in  this  game  are  reproduced  on  the  cards,  but  in  such  a  way 

that  eight  players  instead  of  two  could  take  part  in  it.  In  the  game  of  chess 

there  were  only  two  armies  of  pawns,  each  having  at  its  head  a  king,  a  vizier 

(who  was  afterwards  turned  into  a  "  queen"),  a  knight,  an  elephant  (which 

became  a  "bishop"),  and  a  dromedary  (afterwards  a  **  castle").  There  can 
be  no  doubt  that  the  course  and  arrangement  of  these  games  were  very 

different ;  but  in  both  may  be  found  an  original  affinity  in  the  fact  that  they 

recalled  to  mind  the  terrible  game  of  war,  in  which  each  adversary  had  to 

attack  by  means  of  stratagems,  combinations,  and  vigilance. 

We  have  now  learned  from  certain  authority  (Abel  de  Remusat,  Journal 

Asiatique,  September,  1822)  that  playing-cards,  proceeding  from  India  and 

China,  were,  like  the  game  of  chess  (Fig.  154),  in  the  hands  of  the  Arabians 

and  the  Saracens  at  the  commencement  of  the  twelfth  century.  It  is  there- 

fore almost  certain  they  must  have  been  brought  into  Europe  after  the 

Crusades,  with  the  arts,  traditions,  and  customs  which  the  men  of  the  West 

then  derived  from  their  Oriental  antagonists.  There  is,  however,  every 

reason  to  believe  that  the  use  of  cards  spread  but  slowly ;  for  at  an  epoch 

when  the  civil  and  ecclesiastical  authorities  were  constantly  issuing  ordinances 

against  games  of  chance,  we  do  not  find  that  cards  were  ever  the  subject  of 

legal  proceedings  like  dice  and  chess. 

The  first  formal  mention  made  of  playing-cards  is  found  in  a  manuscript 

chronicle  of  IN^icolas  de  Covelluzzo,  preserved  in  the  archives  of  Yiterbo, 
"  In  the  year  1379,"  says  the  chronicler,  "  there  was  introduced  at  Yiterbo 
the  game  of  cards,  which  comes  from  the  country  of  the  Saracens,  and  is 

called  by  the  latter  na'ib."  There  is  a  German  book,  the  "  Jeu  d'Or,"  printed 
at  Augsbourg  in  1472,  which  declares  that  cards  existed  in  Germany  in  the 

year  1300.  But  this  evidence  is  not  contemporary  with  the  fact  alleged  ;  we 

shall,  therefore,  hold  to  the  account  given  by  the  chronicler  of  Yiterbo.  But 

the  latter,  unfortunately,  furnishes  us  with  no  details  as  to  the  nature  of  these 

cards.  Was  the  game  similar  to  that  which  is  still  extant  in  India  ?  Or 

was  it  one  peculiar  to  the  Arabs?  These  questions  are  as  yet  unsolved.  The 

facts,  then,  are,  that  in  1379  cards  made  their  appearance  in  Europe,  brought 

from  Arabia  or  the  country  of  the  Saracens,  and  that  their  original  name  is 

known.     The  Italians  for  a  long  time  called  them  na'ibi.     In  Spain  they  are 
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still  called  uni/pcs.  If  it  be  understood  thai  thr  word  /ifiih  in  Arabiir  sij^nilies 

'^  captain,"  we  shall  se(>  tliat  the  ̂ ^aine  in  (juestion  was  one  of  a  military  ehu- 
ractcr,  like  that  of  chess,  and  we  sluill  be  led  to  recognise  in  these  primitive 

cards  the  tarots  which  were  for  a  lon^-  time  current  in  the  wjuth  of  Kurojx;. 
In  1'587,  John  I.,  King  of  Castile,  issued  an  ordinance  i)rohibitin<^  dice, 

naf/pcs,  and  chess. 

In  the  archives  of  the  Audit  Oihce  in  Paris,  tliere  forinerly  existed  an 

account  of  the  treasurer,  Poupart,  who  states  that,  in  1'5!)"J,  lie  had  ''paid  to 
JaccpuMuin  Gringonneur,  painter,  for  three  packs  of  cards  in  gold  and  various 

Fig.  154.— Chcss-Plajers.     Fac-simile  of  a  [Miniature  of  the  Thirteenth  Century.    ( M:5.  7,266,  Bibl.  Nat.,  Paris.) 

colours,  ornamented  with  numerous  devices,  to  lay  before  the  lord  the  king 

(Charles  YI.)  for  his  amusement,  50  sols  of  Paris."  This  game,  which 

seemed  at  first  intended  only  for  the  amusement  of  the  king  in  his  mental 

derangement,  subsequently  spread  so  much  among  the  people,  that  the  provost 

of  Paris,  in  an  ordinance  of  January  22,  1397,  issued  a  prohibition  "to 

persons  engaged  in  trade,  from  playing  at  tennis,  bowls,  dice,  cards,  and 

skittles,  except  on  feast-days."  AVc  must  remark  that  twenty-eight  years 

previously,  Charles  V.,  in  a  celebrated  ordinance  which  enumerates  all  the 

games  of  chance,  did  not  mention  cards. 
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The  ''Red  Book*'  of  Ulm,  a  manuscript  register  preserved  in  the  archives 
of  that  town,  contains  an  ordinance  dated  in  1397,  which  prohibits  games 
with  cards. 

These  facts  are  the  only  sure  evidence  which  can  be  brought  forward  with 

a  view  of  fixing  the  approximate  period  of  the  introduction  of  cards  into 

Eui'ojDe. 

In  the  fiiteenth  century  there  are  evident  traces  both  of  the  existence 

and  popularity  of  cards  in  Italy,  Sj^ain,  Germany,  and  France.  Their  names, 

colours,  and  emblems,  their  number  and  forms,  were  indeed  constantly 

changing,  according  to  the  country  in  which  they  were  used  and  the  fancy 

of  the  players.  But  whether  called  tarois  or  "French  cards,*'  they  were 
in  fact  nothing  but  modifications  of  the  primitive  Oriental  cards,  and  of  the 

ancient  game  of  chess. 

Reckoning  from  the  fifteenth  century,  we  meet  with  cards  in  every 

enumeration  of  games  of  chance ;  we  find  them  proscribed  and  condemned 

in  ecclesiastical  and  royal  ordinances.  The  clergy  raised  their  voices  against 

them ;  but  all  this  did  not  prevent  the  trade  in  them  from  increasing, 

nor  their  manufacture  from  improving.  Poets  and  romance- writers  vied 

with  each  other  in  speaking  of  them  ;  they  appeared  in  the  miniatures  in 

manuscripts,  and  also  in  the  first  attempts  at  engraving  on  wood  and  copper 

(Figs.  155  and  156).  And,  notwithstanding  the  fragile  nature  of  the  cards 

themselves,  some  have  been  preserved  which  belong  to  the  earliest  years  of 

the  fifteenth  century. 

As  we  have  already  seen,  cards  had,  in  principle,  been  classed  among  the 

number  of  childish  games  ;  but  it  may  be  safely  asserted  that  this  could  not 

have  long  been  the  case,  else  how  could  we  explain  the  legal  strictures  and 

the  ecclesiastical  anathemas  of  which  they  were  the  subject  ? 

St.  Bernard,  for  example,  speaking  on  the  5th  of  March,  1423,  to  the 

crowd  assembled  in  front  of  a  chuixh  at  Siena,  inveighed  with  so  much 

energy  against  games  of  chance,  that  all  who  heard  ran  at  once  and  fetched 

their  dice,  chess,  and  cards,  and  burnt  them  on  the  very  spot.  But,  adds  the 

chronicle,  there  was  a  card-maker  who,  being  ruined  by  the  sermon  of  the 

saint,  went  to  seek  him,  and  with  a  flood  of  tears  said  to  him  :  "  Father,  I  am 
a  maker  of  cards,  and  I  have  no  other  trade  by  which  to  live.  By  preventing 

me  from  following  my  trade,  you  condemn  me  to  die  of  hunger."  "  If 

painting  is  all  you  are  capable  of,"  replied  the  preacher,  "paint  this  picture." 
And  he  showed  him  an  image  of  a  radiating  sun,  in  the  centre  of  which  shone 

the  monogram  of  Christ — I.  H.  S.  The  artizan  followed  his  advice,  and  soon 

made  his  fortune  by  painting  this  representation,  which  was  adopted  by  St. 
Bernard  as  his  device. 

Although  in  every  direction  similar  censures  were  directed  against  cards. 
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they  iieverlliclcss  did  not  fail  t(j  c'jiiu>  iiiiicli  into  faoliion,  especially  in  Italv; 
and  to  have  a  considerable  sale.  Thus,  in  Mil,  we  lind  the  master  card- 

makers  at  Ycnice,  **  who  formed  a  rather  numerous  ass<jeiati()n,"  claiming 

and  obtaining"   from  the   senate  a   kind   of   prohibitory  order  against   "  the 

Figs.  155  and  156.— Jean  Dunois,  Kinir  Alexander,  Julius  Ca?sar,  King  Arthur,  Charles  the  Great,  and  Godefroi 

de  Bouillon.  From  ancient  coloured  T\'ood-Engravings;  prints  analogous  to  the  first  Playing-Cards  of  the 
Fifteenth  Centurj-.    (Bibl.  Nat.,  Paris,  Department  of  Manuscripts.) 

krge  quantity  of  painted  and  printed  cards  which  were  made  out  of  Venice 

and  were  introduced  into  the  to^-n,  to  the  great  detriment  of  their  art." 

It  is  important  to  notice  that  mention  is  made  here  of  printed  as  well  as 

of  painted  cards.     The  fact  is,  that  at  this  date,  not  only  did  all  the  cities 
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in  Italy  make  their  own  caicLs,  but  in  consequence  of  the  invention  of  wood- 

engraving,  Germany  and  Plolland  exported  a  large  quantity  of  them.  AVe 

must  also  point  out  that  documents  of  the  same  date  appear  to  establish  a 

distinction  between  the  primitive  ndihi  and  cards  properly  so  called,  without, 

however,  affording  any  detailed  characteristics  of  either.  It  is,  however, 

known  that  prior  to  the  year  1419,  one  Francois  Fibbia,  a  noble  of  Pisa  who 

died  in  exile  at  Bologna,  obtained  from  the  "  reformers  "  of  this  city,  on  the 
score  of  his  being  the  inventor  of  the  game  of  tarrochino,  the  right  of  placing 

his  escutcheon  of  arms  on  the  "queen  de  hdton,^^  and  that  of  his  wife's  arms 

on  the  '^  queen  de  denier.'^  Batons^  deniers,  with  coupes  and  e/;eVs,  were  then 
the  suits  of  Italian  cards,  as  carrean  (diamond),  tre/le  (club),  coeur  (heart), 

and  ̂ ^iQKe  (spade),  were  those  of  the  French  cards. 

No  original  specimen  has  been  preserved  of  the  tarois  {tarrocM,  tarro- 

chini)  or  Italian  cards  of  this  epoch ;  but  we  possess  a  pack  engraved  about 

1460,  which  is  known  to  be  an  exact  copy  of  them.  Added  to  this,  Raphael 

Maffei,  who  lived  at  the  end  of  the  fifteenth  century,  has  left  in  his 

*'  Commentaries "  a  description  of  tarots,  which  were,  he  says,  "  a  new 

invention " — in  comparison,  doubtless,  with  the  origin  of  playing-cards. 
From  these  two  documents — though  they  present  some  differences — we 
may  gather  that  the  pack  of  tarots  was  then  composed  of  four  or  five  series 

or  suits,  each  of  ten  cards,  bearing  consecutive  numbers,  and  presenting  so 

many  deniers,  batons,  coupes,  and  epees,  equal  in  number  to  that  of  the 

card.  To  these  series  we  must  add  a  whole  assortment  of  figures,  repre- 

senting the  King,  the  Queen,  the  Knight,  the  Foot-traveller,  the  World, 
Justice,  an  Angel,  the  Sun,  the  Devil,  a  Castle,  Death,  a  Gibbet,  the  Pojje, 

Love,  a  Buffoon  (Fig.  157),  &c. 

It  is  evident  that  tarots  were  current  in  France  long  before  the  invention 

of  the  game  of  piquet,  which  is  unquestionably  of  French  origin  ;  and 

among  these  tarots  we  must  class  the  cards  that  are  called  those  of 

Charles  VI.  (Figs.  158  and  159),  and  are  now  preserved  in  the  Print-Room 
of  the  Bibliotheque  Rationale  in  Paris  ;  these  may  be  considered  as  the 

oldest  to  be  found  in  any  collection,  either  public  or  private.  The 

Abbe  de  Longuerue  states  that  he  saw  the  pack  with  all  its  cards  com- 

plete ;  but  only  seventeen  have  been  preserved  to  our  day.  These  cards 

are  painted  with  delicacy,  like  miniatures  in  manuscripts,  on  a  gilt 

ground,  filled  with  dots  forming  a  perforated  ornamentation  ;  they  are  also 

surrounded  by  a  silvered  border  in  which  a  similar  dotting  depicts  a  spirally 

twisted  ribbon.  This  dotting  is  doubtless  the  tare,  a  kind  of  goffering 

produced  by  small  holes  pricked  out  and  arranged  in  compartments,  to 

which  the  tarots  owe  their  names,  and  of  which  our  present  cards  still 

retain  a  kind  of  reminiscence,  in  their  backs  being  covered  with  arabesques 
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or  (lotted  over  in  black  or  vaiious  colours.  Those  cards  were  al>out  scvfii 

inches  lon<,^  and  tliree  and  a  half  inches  wi(Us  and  were  painted  in  distemper 
on  cardboard  -OolJ  iucli  thick.  The  composition  of  them  is  ingenious  and 
to  some  extent  skilful,  the  drawing  correct  aiul  full  of  character,  and  the 
colouring  or  illumination  brilliant. 

Among  the  subjects  they  represent  are  some  whieli  deserve  all  the 

more  attention,  because  they  can  hardly  fail  to  recall  to  mind  a  con- 

ception somewhat  similar    to    that    of  the  "  Dance  of  Death,"  that   terrible 

Fig.  157. — Tne  Buffoon,  a  Card  from  a  Pack  ol  Tarois.     U"  i'teenth  Centurj*.) 

"morality"  which,  dating  from  this  epoch,  was  destined  to  increase 

more  and  more  in  popularity'.  Thus,  for  instance,  by  the  side  of  the 
Emperor,  who  is  covered  with  silver  aniiour  and  holds  the  globe  and  the 

sceptre,  a  Hermit  makes  his  appearance  as  an  old  man  muffled  in  a  cowl 

and  holding  up  an  hour-glass,  an  emblem  of  the  rapidity  of  time.  Then 

we  have  the  Pope,  who,  with  the  tiara  on  his  head,  sits  between  two 

cardinals ;  but  Death  is  also  there,  mounted  on  a  grey  horse  with  a  rough 

and  shaggy  coat,  and  sweeping  down  with  his  scythe  kings,  popes,  bishops, 

and  other   great  men  of  the  earth.     If  we  see  Love,  represented  by  three 
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couples  of  lovers  who  embrace  as  they  converse,  while  two  Cupids  dart 

at  them  their  arrows  from  a  cloud  above,  we  also  see  a  Gihhet, 

on  which  hangs  a  gambler  suspended  by  one  foot,  and  still  holding  in 

his  hand  a  bag  of  money.  An  Esquire,  clothed  in  gold  and  scarlet, 

rides  gallantly  along,  proudly  waving  his  sword ;  a  Chariot  bears  in 

triumph  an  officer  in  full  armour  ;  a  Fool  i)laces  his  cap  and  bells  under 

his  arm  that  he  may  count  upon  his  fingers.  Finally,  the  last  trumpets 

are  waking  the  dead,  who  come  out  of  their  graves  to  appear  at  the 

Last  Judgment. 

Fig.  158.— The  Moon.  Fig.  159-— Justice. 

(Cards  taken  from  the  Pack,  said  to  be  of  Charles  VI.,  preserved  in  the  Bibl.  Nat.,  Paris.) 

]\tost  of  these  allegorical  subjects  have  been  retained  in  the  tarofs,  which 

include,  independently  of  the  sixteen  figures  of  our  piquet-pack,  twenty-two 

cards,  representing  the  Emperor,  the  Lover,  the  Chariot,  the  Hermit,  the 

Gihhet,  Death,  the  House  of  God,  the  End  of  the  World,  &c. 

We  should  scarcely  be  justified  in  imagining  that  these  tarots,  presenting 

as  they  did  a  picture  of  life  so  gloomily  philosophical  from  a  Christian 

point  of    view,   could  have    enjoyed  any   great  favour  in   the  centre  of   a 
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frivolous  and  corrupt  court,  devoted  to  little  else  but  fttes^  inastjucradcH, 

and  singing ;  this,  too,  at  a  time  when  the  State,  a  prey  to  every  kind  of 

intrigue,  was  falling  into  ruin,  and  the  voice  of  insurrection  was  surging  up 

among  a  people  burdened  by  taxes,  and  decimated  by  pestiU'nce  and  famine. 
On  the  other  hand  these  tarots  might  well  please  tlie  imagination  of  certain 

good  people  who,  having  been  deprived  of  tlieir  i)roperty  in  some  of  tlie 

disturbances  incidental  to  these  times,  could  not  fail  to  accept  as  a  cons^da- 

tion  such  emblematical  representations  of  life  and  death.  -^Vrtists  of  every 

kind  tried  their  best  to  reproduce  them  in  all  forms ;  and  as  these  designs 

found  a  place  even  in  the  ornaments  of  the  female  sex,  it  was  scarcely 

probable  that  playing-cards  would  form  an  exception. 

AVe  are  in  possession  of  the  remains  of  two  ancient  packs  of  cards, 

produced  by  means  of  engraved  plates ;  they  were  discovered,  like  most 

cards  of  this  date  which  have  come  to  light,  in  the  bindings  of  books  of  the 

fifteenth  century.  These  cards,  which  belong  to  the  reign  of  Charles  VII., 

are  essentially  French  in  their  character.  AVe  find  in  them  the  king,  the 

queen,  and  the  knave  of  each  suit,  as  in  our  present  pack  of  piquet  cards. 

In  one  of  these  ancient  packs  we  notice,  however,  traces  of  the  Saracenic 

origin  of  the  ndihi,  the  Mussulman  *'  crescent "  being  substituted  for  the 

''  diamond,"  while  the  "  club  "  is  depicted  in  the  Arabian  or  Moorish  fashion  ; 
that  is,  with  four  similar  branches.  There  is  also  another  peculiarity :  the 

"  king  of  hearts  "  is  represented  by  a  kind  of  savage,  or  hairy  ape,  leaning 

upon  a  knotty  stick.  The  ''  queen  "  of  the  same  suit  is  likewise  covered  with 

hair,  and  holds  a  torch  in  her  hand.  The  ''knave  of  clubs,"  who  is  well 

fitted  to  serve  as  an  escort  to  the  ''king"  and  "queen  of  hearts,"  is  also 
covered  with  hair,  and  carries  a  knottv  stick  on  his  shoulder.  We  may, 

besides,  notice  the  legs  of  a  fourth  hairy  personage  among  those  which 

have  been  separated  from  their  bodies  by  the  knife  of  the  bookbinder.  But, 

with  the  exception  of  these,  all  the  other  personages  are  clothed  according 

to  the  fashion  or  the  etiquette  which  prevailed  at  the  court  of  Charles  YII. 

The  "  queen  of  crescents "  is  represented  in  a  costume  similar  to  that  of 

Mary  of  Anjou,  the  wife  of  the  king ;  or  in  that  of  Gerarde  Gassinel,  his 

mistress.  The  representations  of  kings,  the  hairy  one  excepted,  are 

identical  with  those  we  have  of  Charles  VII.  himself,  or  the  nobles  of  his 

suite.  Their  costume  was  a  velvet  hat  surmounted  by  the  cro\N'n  ornamented 

with  fleurs-de-lis ;  a  robe  open  in  front  and  lined  with  ermine  or  miniver, 

a  tight  doublet,  and  close  stockings.  The  ''  knaves  "  are  copied  from  the 

pages  and  sergeants-at-arms  of  the  period  ;  one  wears  the  plumed  flat  cap 

and  long  cloak ;  another,  on  the  contrary,  is  clad  in  a  short  dress,  and  stands 

erect  in  his  close-fitting  doublet  and  tightlv  drawn  breeches.  The  latter 

displays,  written  on  a  streamer  which  he  is  unrolling,  the  name  of  the  card- 
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maker,  ''  F.  Clerc."  These  are  certainly  cards  of  French  invention,  or  at 
any  rate  of  French  manufacture ;  but  what  explanation  are  we  to  give  of 

the  presence  of  the  savage  "king"  and  "queen"  and  the  "hairy  knave," 

Fig.  i6o.— Charles  VI.  on  his  Throne,  from  a  Miniature  in  the  ]\IS.  of  the  Kings  of  France.     (Bibl.  Nat.,  Paris.) 

among  the  kings,  queens,  and  knaves  all  dressed  according  to  the  fashion 

of  the  time  of  Charles  YII.  ?  We  may,  perhaps,  find  a  satisfactory  reply  by 

referring  to  the  chronicles  of  the  preceding  reign. 

On   the   29th  January,  1392,  there  was  a  grand /(?^<?  at  the  mansion  of 
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Queen  lUaiiclic  in  liououi- oC  the  luurriaj^e  of  a  ( 'hevalier  dc  X'crinaiifloiH  with 

one  of  the  (jiiccirs  hulics.  'I'lic  kiii^-,  fharlo  \'I.,  ha<l  nnly  just  recoverrd 
from  his  mental  iiiahidy.  Oiu-  of  liis  la\nmilc^.  II  iii^n.iiiii  (!<•  .lanzay,  jirojected 

an  entertainment  in  wliich  tlie  kin^^  and  tixc  lorcU  wci-t-  to  take  u  part. 

"It  was,"  says  Juvenal  des  Ursins,  a  "  niaMjueia(h'  of  wild  men  ehaincd 

togetlier,  and  all  sha<»:gy  ;  their  di-t>ss  was  made  to  fit  close  to  their  body,  and 

was  rendered  rou<»h  by  flax  and  tow  fastened  on  hy  resinous  pitch,  greascil 

so  as  to  shine  the  better."  Froissart,  who  was  an  eye- witness  of  this  fetf, 
savs  that  the  six  actors  in  the  hallet  entered  the  hall  veiling  and  shakiii«r 

their  chains.  As  it  was  not  known  who  tliese  maskers  were,  ilic  Duke  of 

Orleans,  brother  of  the  king,  wishing  to  find  out,  took  a  lighted  torcli  from 

the  hands  of  his  servant,  and  held  it  so  (dose  to  one  of  these  strange 

personages  that  "  the  heat  of  the  fire  caught  the  flax."  The  king  was 
fortunately  separated  from  his  companions,  who  were  all  burned,  with  the 

exception  of  one  only,  who  threw  himself  into  a  tub  full  of  water.  Although 

Charles  VI.  escaped  from  this  peril,  he  was  deeply  affected  by  the  thought 

of  the  danger  to  which  he  had  been  exposed,  and  the  result  was  a  relapse 

into  his  former  insanity. 

This  fearful  hallet  des  avdcnts  left  such  an  impression  on  \}\q  minds  of 

people  generally,  that  seventy  years  afterwards  a  German  engraver  nuide 

it  the  subject  of  a  print.  Should  we,  then,  be  venturing  on  an  inadmissible 

h^^othesis  if  we  attribute  to  a  cardmaker  of  this  epoch  the  idea  of  intro- 

ducing the  same  subject  in  a  pack  of  cards  ?  which,  as  is  abundantly  proved, 

was  modified  according  to  the  whim  of  the  artist.  In  order  to  justify  the 

costume  of  a  female  savage  and  the  torch  which  are  given  to  the  ''  queen  of 

hearts,"  we  must  not  forget  that  Isabel  of  Bavaria,  consort  of  Charles  VI., 
is  accused  of  having  assisted  in  devising  this  fatal  masquerade,  which  was 

intended  to  get  rid  of  the  king  ;  and  of  having  taken  as  her  accomplice 

the  Duke  of  Orleans,  her  brother-in-law,  who  is  siiid  to  have  purposely 

set  fire  to  the  clothing  of  these  pretended  wild  men,  among  whom  was 
the  king. 

The  second  pack,  or  fragment  of  a  pack,  which  dates  back  to  this  epoch, 

presents  a  similarity  to  our  present  cards  of  a  yet  more  striking  nature,  at 

least  in  the  characters  and  costumes  of  the  figures,  although  the  names  and 

devices  of  the  personages  still  are  suggestive  of  their  Saracenic  origin.  We 

must  remark,  under  this  head,  that  for  several  centuries  the  names  coupled 

with  the  different  personages  were  incessantly  varying.  In  this  pack  we  find 

''kings,"  ''queens,"  and  "knaves"  of  clubs,  hearts,  spades,  and  diamonds; 

the  Saracenic  crescent  has  disappeared.  The  "  kings "  are  all  holding 

sceptres,  and  the  "queens"  carry  flowers.  Everything  in  the  representations 

is  not  only  in  harmony  with  the  fashions  of  the  period,  but  in  addition  to 
M  2 
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this,  there  are  no  violations  either  of  the  laws  of  heraldry  or  of  the  usages 

of  chivalry. 

According  to  tradition,  this  pack,  the  true  piquet-pack,  which  superseded 
the  Italian  tarots  and  the  cards  of  Charles  YI.,  and  soon  became  generally 

used  in  France,  was  the  invention  of  Etienne  Yignoles,  called  La  Hire,  one 

of  the  bravest  and  most  active  soldiers  of  that  period.  The  tradition  has  a 

right  to  our  respect,  for  the  mere  examination  of  this  piquet-pack  proves  that 
it  must  have  been  the  work  of  some  accomplished  chevalier,  or  at  least  of  a 

mind  profoundly  imbued  with  the  manners  and  customs  of  chivalry.     But, 

Fig.  161. — Ancient  French  Card  of  the  Fifteenth 
Century.    (Bibl.  Nat.,  Paris.) 

Fig.  162. — Specimen  of  a  Pack  of  Cards  of  the 
Sixteenth  Century.    (Bibl.  Nat.,  Paris.) 

without  any  wish  to  exclude  La  Hire,  who,  as  the  historians  say,  "  always 
had  his  helmet  on  his  head  and  his  lance  in  his  hand,  ready  to  attack  the 

English,  and  never  rested  till  he  died  of  his  wounds,"  we  are  led  rather 
to  ascribe  the  honour  of  this  ingenious  invention  to  one  of  his  contempo- 

raries, Etienne  Chevalier,  secretary  and  treasurer  to  the  king,  who  was 

distinguished  by  his  skill  in  designing.  Jacques  Coeur,  whose  commercial 

relations  with  the  East  brought  upon  him  the  accusation  of  having  "  sent 

arms  to  the  Saracens,"  might  well  have  become  the  importer  of  Asiatic  cards 
into  France,  and  Chevalier  might  then  have  amused  himself  by  applying 
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devices  to  them,  or,  as  was  then  said,  by  moralUinn  or  svmboliKiiiir  them.  In 
India  it  hiid  l)oen  the  game  of  tlie  vizier  and  «.f  war;  tlir  n.val  treasurer 
turned  it  into  a  pack  having  reference  to  the  knij^rlit  and  chivahv.  In  tlie 
tirst  phice  he  placed  on  it  liis  own  armorial  hoarings,  the  unicorn,  which 

figures  in  several  ancient  packs  of  cards.  IK-  did  ii,,t  forget  tli<-  allusive 

arms  of  Jacques  Caair,  and  substituted  ''hearts'*  h.r  the  coupes.  JIo  made 

the  "clubs"  imitate  the  heraldic  flower  of  Agnes  S>rel;  and  also  cliangcd  the 
deniers  into  diamonds  or  arrow-heads  (Fig.  IGl),  and  the  eptin  into  Hpades, 
to  do  honour  to  the  two  brothers  Jean  and  Gaspard  Jiureau,  grand-masters 
of  artillery  in  France. 

Etienne  Chevalier,  as  the  most  skilful  designer  of  end)lems  of  the  peri<jd, 

was  eminently  capable  of  substituting,  in  playing-cards,  ladies  or  cpieens 

for  the  Oriental  "viziers  "  or  Italian  "knights"  which  on  the  tarots  figured 

alone  among  the  "kings"  and  "knaves."  AVe  must,  however,  repeat  that 
we  have  no  intention  of  depriving  La  Hire  of  the  honour  of  the  invention, 

and  only  hazard  a  supposition  in  addition  to  the  opinion  generally  received. 

These  cards,  which  bear  all  the  characteristics  of  the  reign  of  Charles  YII., 

must  be  looked  upon  as  the  first  attempts  at  wood-engraving,  and  at  printing 
by  means  of  engraved  blocks.  They  were  probably  executed  between  1420 

and  1440,  that  is  to  say,  prior  to  most  of  the  known  xylograph ic  productions. 

Plaj^ng-cards,  therefore,  served  as  a  kind  of  introduction  or  prelude  to  print- 

ing from  engraved  blocks,  an  invention  which  considerably  preceded  the 

printing  from  movable  characters. 

"VYhen,  however,  we  observe  that  so  early  as  the  middle  of  the  fifteenth 
century  playing-cards  were  spread  all  over  Europe,  it  is  but  natural  to 
imagine  that  some  economical  plan  of  manufacture  had  been  discovered  and 

employed.  Thus,  as  we  have  already  mentioned,  Jacquemin  Gringonneur,  in 

1392,  was  paid  fifty-six  sols  of  Paris,  that  is  about  £7  Is.  Sd.  of  our  present 

money,  for  three  packs  of  taroh,  painted  for  the  King  of  France.  One 

single  pack  of  tarotf^,  admirably  painted,  about  the  year  1415,  by  Marziano, 

secretary  to  the  Duke  of  Milan,  cost  one  thousand  five  hundred  golden 

crowns  (about  £Q^2o)  ;  but  in  1454,  a  pack  of  cards  intended  for  the  Dauphin 
of  France  cost  no  more  than  five  sous  of  Tours  (about  eleven  or  twelve 

shillings).  In  the  interval  between  1392  and  1454  means  had  been  dis- 

covered of  making  playing-cards  at  a  cheap  rate,  and  of  converting  them 

into  an  object  of  trade ;  mercers  were  accustomed  to  sell  them  together  with 

the  "pins,"  which  then  took  the  place  of  copper  and  silver  counters  for  play; 

hence  the  French  proverb,  "  Tirer  son  epingle  du  jeu*'  (to  get  out  of 
a  scrape). 

Although  the  use  of  playing-cards  continued  to  extend  more  and  more, 

we  must  not  imagine  that  they  had  ceased  to  be  the  subject  of  prohibitory 



i66 PLAYING-CARDS. 

and  condemnatory  ordinances  on  the  part  of  tlic  civil  and  ecclesiastical 

authorities.  On  the  contrary,  a  long  list  might  be  made  of  the  decrees 

launched  against  cards  themselves  and  those  that  used  them.  Princes  and 

lords,  as  a  matter  of  right,  felt  themselves  above  these  prohibitions ;  the 

lower  orders  and  the  dissolute  did  not  fail  to  infringe  them.  It  was  never- 

theless the  case,  that  in  the  face  of  these  constantly  renewed  prohibitions,  the 

manufacture  of  playing-cards  could  only  be  developed,  or  rather  perhaps 
be  carried  on,  in  some  indirect  mode.  Thus  we  find  the  business  at  first  was 

concealed,  as  it  were,  under  that  of  a  stationer  or  illuminator.  Not  until 

December,  1581 — that  is,  in  the  reign  of  Henry  III. — do  we  find  the  first 

Figs.  163  and  164. — The  "  Kna\e  of  Clubs"  in  the  Packs  of  Cards  of  R.  Passcrel  and  R.  Le  Cornu. 
(Sixteenth  Century.     Bibl.  Nat.,  Paris.) 

regulation  fixing  the  statutes  of  the  "  master-cardmakers."  These  statutes, 
confirmed  by  letters  patent  in  1584  and  1613,  remained  in  force  down  to  the 

French  Revolution.  In  the  confirmation  of  corporate  privileges  granted  at 

the  latter  date,  it  is  laid  down  as  a  rule  that  henceforth  master-cardmakers 

should  be  bound  to  place  their  names,  surnames,  signs,  and  devices  on  the 

'*  knave  of  clubs  "  (Figs,  163,  164)  of  every  pack  of  cards.  This  prescription 
appears  to  have  done  nothing  more  than  legalise  an  old  custom — a  fact  which 

may  be  proved  by  an  examination  of  the  curious  collection  of  ancient  cards 

in  the  Print-Room  of  the  Bibliotheque  Rationale.  We  have  already  stated 

that  for  a  period  of  many  years  the  names  given  to  the  various  personages  in 
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tlic  pack  varied  constantly,  accordinnr  to  the  fancy  <>!    tlic  canlniakcr ;  a  iiiero 

glance  at  the  collection  just  mentioned  will  confirm  this  assertion. 

The  cards  that  niio-ht  be  styled  tliose  of  Charles  VII.,  wliich  appear  to 

us  to  convey  some  reminiscence  ol'  llic  hdllct  drs  fir(icnt.s,  have  no  inscriptiijn 
but  the  name  of  the  cardnuiker.  Hut  in  tlie  other  pack  of  tlie  same  date 

the  "knave  of  clubs"  bears  as  a  legend  the  word  Ilohtn;  the  "king  of  clubs," 
>S^^7;/.s'  Sonci ;  the  "  (jueen  of  clubs,"  Troinitcrir ;  the  "king  of  diamonds," 

Corsubo ;  the  "queen  of  diamonds,"  En  toi  je  fie ;  the  "king  of  spailes," 
ApolUn,  &c.  This  collection  of  names  reveals  to  us  the  threefold  influence 

of  the  Saracenic  origin  of  playing-cards,  the  ideas  conveyed  at  that  peni«Ml 
to  the  mind  by  the  reading  of  the  old  romances  of  chivalry,  and  the  effect  of 

contemporary  events.  In  fact,  in  the  ancient  epics,  Apollin  is  a  deity  ])y 

whom  the  Saracens  were  accustomed  to  swear;  Corsuhe  is  a  knight  of  Cordova 

(Corsuba).  Sa)is  Souci  is  evidently  one  of  those  soubriquets  which  esquires 

acquired  the  habit  of  adopting  at  the  time  they  were  i)roving  themselves 

worthy  of  the  title  of  knight.  Roland,  the  mighty  Paladin  who  died  at 

Roncevaux  fighting  against  the  Saracens,  seems  to  have  been  placed  upon 

the  cards  in  order  to  oppose  the  memory  of  his  glory  to  that  of  the  infidel 

kings.  The  queen  '*  En  toi  je  fie*^  might  well  allude  to  Joan  of  Arc.  The 

queen  "  Tromperie"  recalls  to  mind  Isabel  of  Bavaria,  who  was  an  unfaithful 
wife  and  a  cruel  mother  ;  and,  moreover,  had  betrayed  France  to  England. 

All  these  are  doubtless  mere  suppositions,  but  a  critical  examination  of  a 

more  minute  and  extended  character  would  perhaps  succeed  in  changing 

some  of  them  into  unquestionable  facts. 

Next  after  the  cards  of  the  time  of  Charles  YII.  follow,  as  the  most 

ancient  in  point  of  date,  two  packs  which  certainly  belong  to  the  reign  of 

Louis  XII.  One  of  these  packs  does  not  bear  any  kind  of  legend ;  in  the 

other  the  "king  of  hearts"  is  called  Charles;  the  "king  of  diamonds," 

Ccesar;  the  "king  of  cliibs,"  Art /lur ;  the  "king  of  spades,"  Da nV/;  the 

"queen  of  hearts,"  Heleine ;  the  "queen  of  diamonds,"  Judith;  the  "queen 

of  clubs,"  Raehel ;  the  "queen  of  spades,"  Persabee  (doubtless  for  Bathsheba). 

In  a  pack  of  cards  belonging  to  the  reign  of  Francis  I.,  the  "  king  of 

clubs"  becomes  Alexander,  and  the  name  of  Judith  is  transferred  to  the 

"queen  of  hearts;"  and  for  the  first  time  (at  least  in  the  specimens  which 

have  been  preserved)  some  of  the  "  knaves "  bear  s{>ecial  names — the 

"knave  of  hearts"  is  La  Hire,  and  the  "knave  of  diamonds"  Hector  of 
Trois  {sic). 

A  few  years  later,  about  the  time  of  the  battle  of  Pavia  and  of  the  king's 

captivity,  the  influence  of  Spanish  and  Italian  fashions  begins  to  affect  the 

legends  on  packs  of  cards.  It  is  remarked  that  the  "  knave  of  spades," 

which  presents  nothing  in  the  way  of  a  legend  but  the  name  of  the  card- 
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maker,  is  made  to  resemble  Charles- Qiiint  (Fig.  162).  The  three  other 

names  bear  the  singular  denominations  of  Pri'en  Roman,  Capita  Fi/i,  and 

Capitane  Valiant.  The  kings  are:  '^hearts/'  Julius  Ccesar ;  ̂^  diamonds," 

Charles;  ''clubs,"  Hector;  "spades,"  David.  The  queens  are:  ''hearts," 

Heleine;  "diamonds,"  Lucresse;  "clubs,"  Pentaxlee  (Penthesilea) ;  "spades," 
Beciahee  (Bathsheba). 

In  the  reign  of  Henry  II.,  the  names  given  to  the  personages  come  much 

nearer  to  the  arrangement  observed  in  our  present  cards.  Ccesar  is  the 

"king  of  diamonds;"  David,  the  "king  of  spades;"  Alexander,  the  "king 

of  clubs."  Rachel  is  the  "  queen  of  diamonds;"  Argine,  of  "clubs;"  Pallas, 

of  "spades."  Hogier,  Hector  of  Troy,  and  La  Hire,  are  the  "knaves"  of 

"  spades,"  "  diamonds,"  and  "  hearts,"  respectively. 
At  the  time  of  Henry  III.,  ̂ ho  devoted  himself  much  more  to  regulating 

the  fashions  than  to  governing  his  kingdom,  and  was  the  first  to  grant 

statutes  to  the  association  of  cardmakers,  the  pack  of  cards  became  the  mirror 

of  the  generally  extravagant  fashions.  The  "  kings  "  have  the  pointed  beard, 
the  starched  collar,  the  plumed  hat,  the  breeches  puffing  out  round  the  loins, 

the  slashed  doublet,  and  the  tight-fitting  hose.  The  "  queens "  have  their 
hair  drawn  back  and  crisped,  the  dress  close  round  the  body,  and  made  a  ver- 

tugarde  (in  the  form  of  a  hoojD-petticoat) .  We  see  a  Dido,  an  Elizabeth,  and 
a  Clotilde,  make  their  appearance  in  the  respective  characters  of  queens  of 

"diamonds,"  "hearts,"  and  "  spades."  Among  the  kings  figure  Constantine, 
Augustus,  and  Solomon. 

Henri- Quatre  mounts  the  throne,  and  the  cards  again  reflect  the  aspect  of 

his  court.  But  soon  Asrea  and  a  whole  cortege  of  tender  and  gallant  heroes 

begin  to  assume  an  influence  over  refined  minds,  and  we  then  find  Cyrus  and 

Semiramis  as  "  king  and  queen "  of  diamonds ;  Roxana  is  the  "  queen  of 

hearts"  (Fig.  165),  Ninus  the  "king  of  spades,"  &c. 
In  the  regency  of  Marie  de  Medicis,  in  the  reign  of  Louis  XIII. ,  or 

rather  of  Richelieu,  in  the  time  of  Anne  of  Austria  and  Louis  XIY.,  plapng- 

cards  continued  to  reflect  the  character  of  the  period,  following  the  whim  of 

the  court  or  the  fancy  of  the  cardmaker.  At  a  certain  time  they  began  to 

take  an  Italian  character.  The  "  king  of  diamonds"  was  called  Caret;  his 

queen,  Lucresi ;  the  "queen  of  spades,"  Barhera ;  the  "queen  of  clubs," 

Penthamee  ;  the  "  knave  of  diamonds,"  capit.  JLelu. 
A  vast  field  of  investigation  would  lie  before  us  if,  in  tracing  out  the 

detailed  history  of  these  numerous  variations,  we  were  to  endeavour  to 

distinguish  and  settle  the  different  causes  which  gave  rise  to  them.  One 

fact  must  certainly  strike  any  one  devoting  himseK  to  such  inquiry ;  he 

would  see  that,  in  contradistinction  to  the  changes  which  have  affected 

the  personages  on  the  cards  and  their  names,  a  continuous  state  of  stability 
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has  been  the  cliaracterlstic  of  the  four  suits  in  the  French  cards  or  ihc 

piquet-pack,  which  were  adopted  from  the  v(Ty  commencement,  and  that  no 

attempt  has  ever  been  made  a^^ainst  their  arrangement  and  nature.  0£ur 

(hearts),  cavrcau  (diamonds),  trijlr  (chibs),  and  pique  (spades) — these  were 

the  divisions  established  by  La  Hire  or  Clievalier,  and  they  arc  still  faith- 

fidly  maintained  in  the  present  day,  although  at  various  times  endeavours 

have  been  made  to  define  their  symbolical  signification. 

For  a  long  time  the  opinion  of  Father  Menestrier  was  the  prevalent  one ; 

that  "hearts"  were  an  emblem  of  the  clergy  or  the  choir  {c/ioeur) ;  **  diamonds," 

Fig.  165. — Roxana,  Queen  of  Hearts. 
(Specimen  of  the  Cards  of  the  time 

of  Henry  IV.) 

Fig.  156. — Card  of  Italian  Tarofs,  from  the  Pack  of  the 
mtttchia/e. 

(Collection  of  Playing-Cards,  Bibl.  Nat,  Paris.) 

of  the  citizens,  who  had  their  rooms  paved  with  square  tiles;  "clubs,"  of 

labourers  ;  and  "  spades,"  of  military  men.  But  Menestrier  was  in  error.  A 
much  clearer  Tiew  of  the  matter  was  taken  by  Father  Daniel,  who,  like  all 

sensible  interpreters,  recognising  in  cards  a  game  of  an  essentially  mihtary 

character,  asserted  that  "  hearts  "  denoted  the  courage  of  the  commanders  and 

soldiers;  "clubs,"  treflc — "trefoil" — the  stores  of  forage;  "spades"  and 

"diamonds,"  the  magazines  of  anns.  This  was  a  view  which,  as  we  think, 
comes  much  closer  to  the  real  interpretation  of  the  suits ;  and  Bullet  was 

still   nearer   the  mark  when  he  recognised  offensive  arms  in  "  clubs "  and 
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''spades,"  and  defensive  arms  in  "hearts'^  and  ''diamonds."  The  first  were 
the  sword  and  the  lance ;  the  second,  the  target  and  the  shield. 

But  in  order  to  do  full  honour  to  French  cards,  we  must  not  exclude  from 

our  attention  the  tarots,  which  preceded  our  game  of  piquet,  and  continued 
to  be  simultaneously  used  even  in  France. 

The  Spanish  and  Italian  cardmakers,  who  had  been  nearly  alwa^'s  estab- 
lished in  France,  made  a  large  quantity  of  tarots  (Fig.  166)  ;  but  they  made 

a  certain  concession  to  French  gallantry  by  substituting  "queens"  for  the 

"  cavaliers  "  of  their  national  game.     AVe  must  remark  here,  that  even  at  the 

Figs.  167  aud  i68. — The  "  Three"  and  "  Eight"  of  "  Bells."     German  Cards  of  the  Sixteenth  Century. 
(Bibl.  Nat.  of  Paris.     Print-Room.) 

epoch  of  the  conquests  of  Charles  YIII.  and  Louis  XII.,  French  cards  with 

the  four  "queens"  rej)lacing  the  "cavaliers"  never  succeeded  in  nationalis- 
ing themselves  in  Italy,  and  still  less  in  Spain ;  on  the  contrary,  the  fact  was 

that  as  regards  this  point  of  fashion,  the  vanquished  people  obtained  the 

advantage  over  their  conquerors,  and  the  tarots  came  into  full  favour  among 

the  victorious  soldiery. 

The  Spaniards  must  certainly  have  received  the  Oriental  na'ib  from  the 
Moors  and  Saracens  a  long  time  prior  to  the  introduction  of  this  game  into 

Europe  from  Yiterbo ;   but  we  have  no  written  proofs  which  certify  to  the 
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existence  of  cards  amniin.  th,>  Saracens  of  Spain.  Thr  iir^t  docuniciit  in  wlii.  h 

they  are  mentioned  is  the  (did  cf  J,,],n  I.,  <,l'  the  date  of  L'iHT,  to  whi.  h 
reference  has  been  niad(>.  Ceil;. in  s,ic,u,fs  have  endeavoured  to  ascertain  the 
sigiiiiication  of  the  four  suits  of  iIr.  Spanisli  ;/r////>r.s-,  and  liave  fancied  tliat 

they  coukl  disting-uish  in  tlicm  a  special  synd)()li.siii.  In  tlieir  view,  the 
(linom,  copas,  hasfos,  and  .sj/fu/as  denoted  tlie  inur  estates  wliivh  composed 

tlu^  population:  tlu»  merchants,  who  have  the  money;  the  pn<'st>,  wlio  liold 
the  chalice  or  cup;   the  peasantry,  who  handle  the  staff;  and  the  nibbles,  who 

v,>>,-^ 
r'.^-^Vr:fr*^^'f^\r:>\ 

Figs.  169  and  170. — The  "  Two  of  Bells  "  and  the  "  King  ot  Acorns,"  taken  from  a  Pack  of  Cards  of  the  Ijixteenth 
Century,  designed  and  engraved  by  a  German  Master.     (Bibl.  Nat.  of  Paris.     Print- Room.) 

wear  the  sword.  This  explanation,  although  ingenious,  does  not  appear  to  us 

to  be  based  on  any  very  solid  foundation.  The  signs  or  suits  of  the  numeral 

cards  were  fixed  upon  in  the  East,  and  Spain,  as  well  as  Italy,  merely  adopted 

them,  without  taking  much  trouble  to  jienetrate  into  their  allegorical  meaning. 

The  Spaniards  became  so  addicted  to  this  game  that  they  soon  preferred  it  to 

any  other  recreation  ;  and  we  know  that  when  the  companies  of  Christopher 

Columbus,  who  had  just  discovered  America,  formed  their  first  settlement  at 

St.  Domingo,  they  almost  instantly  set  to  work  to  make  playing-cards  out  of 
the  leaves  of  trees. 

There   can   be    no    doubt   that  pla^Hing-cards  very  soon  made  their  way 
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from  Italy  iuto  Germany  ;  but  as  they  advanced  towards  the  North  they 

ahnost  immediately  lost  their  Oriental  characteristics  and  Saracenic  name. 

There  is,  in  fact,  no  longer  any  et}Tiiological  trace  to  be  found  in  the  old 

German  language  of  the  words  ndib,  ndihi,  or  nay  pes.  Cards  were  called 

Bnofc,  that  is,  letters ;  the  game  itself  Sjnelhriefe,  game  of  letters ;  the 

earliest  cardmakers  were  Briefemaler,  painters  of  letters.  The  four  suits  of 

the  Briefe  were  neither  Italian  nor  French  in  character  ;  they  bore  the  name 

of  Schellen,  *' bells  "  (Figs.  167,  168,  169),  or  roth   (red),  griin  (green),  and 

Fig.  171. — The  "  Two  "  of  a  Pack  of  German  Lans- 
quenet Cards. 

(Bibl.  Nat.  of  Paris.) 

Fig.  172. — Card  from  a  Game  of  "  Logic,"  invented 

by  Th.  ;Murner,  and  copied  from  his  "  Charti- 
ludium  Logices."    (Cracow,  1507.) 

Eichehi  (acorns)  (Fig.  170).  The  Germans,  in  their  love  of  symbolism, 

had  comprehended  the  real  original  signification  of  the  game  of  cards,  and 

although  they  introduced  many  marked  changes,  they  made  it  their  study, 

at  least  in  principle,  to  preserve  its  military  characteristics.  Their  suits 

depicted,  it  is  said,  the  triumphs  or  the  honours  of  war — the  crowns 

of  oak-leaves  or  ivy,  the  bells  were  the  bright  insignia  of  the  German 

nobihty,  and  the  purple  was  the  recompense  of  their  valiant  warriors. 

The  Germans  were  careful  not  to  admit  ladies  into  the  thoroughly 

warlike  company  of  kings,  captains  {oher),  and  officers  (unter).  The  ace 

was   alwavs    the    flag,    the  warlike  emblem  ;?«r   excellence;   in  addition   to 



Fig-s.  173  to  178. — German  Round-shaped  Cards,  with  the  Monogram  T.  "\V, 

I.  "  King  of  Parrots."    2.  "  Queen  of  Carnations."    3.  "  Knave  of  Columbine."    4.  "  Knave  of  Hares. 

5.  "  Three  of  Parrots."    6.  "  Ace  of  Carnations." 
^Bibl,  Xat.  of  Paris.) 
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this,    the   oldest   game    was   the  Landsknccht,  or  lansquenet   (Fig.    171),  the 
distinctive  term  of  the  soldier. 

We  are  speaking  here  only  of  the  earliest  German  cards,  for,  after  a 

certain  date,  the  essential  form  and  emblematical  rules  of  the  pack  depended 

on  nothing  but  the  fancy  and  whim  of  the  maker  or  the  engraver.  The 

figures  were  but  seldom  designated  by  a  proper  name,  but  often  bore  devices 

in  German  or  Latin.  Among  the  collection  of  ancient  cards  we  find  one 

pack  half  German  and  half  French,  with  the  names  of  the  Pagan  gods. 

There  are  also  several  sets  of  cards  with  five  suits  (of  fourteen  cards  each), 

among  others  those  of  ''  roses  "  and  '*  pomegranates." 

The  Germans  were  the  first  to  entertain  the  idea  of  apph'ing  cards 
to  the  instruction  of  youth,  and,  as  it  were,  of  moralising  a  game  of  chance 

by  making  it  exjDress  all  the  categories  of  scholastic  science.  Thomas 

Murner,  a  Franciscan  monk,  and  professor  of  philosophy,  made  an  attempt 

of  this  kind  in  1507  (Fig.  172).  He  designed  a  j)ack  of  fifty- two  cards, 
divided  into  sixteen  suits,  corresponding  to  the  same  number  of  scholastic 

treatises ;  each  card  is  covered  with  so  many  sjTubols  that  a  descrijotion 

would  resemble  the  setting  forth  of  some  obscure  riddle.  The  German 

universities,  which  were  far  from  being  dismayed  at  a  little  mysticism, 

were  only  the  more  eager  to  study  the  arcana  of  grammar  and  logic  while 

playing  at  cards.     Imitations  of  Murner's  cards  were  multiplied  ad  infinitum, 
A  game  and  pack  of  cards  attributed  to  the  celebrated  Martin  Schoen- 

gauer,  or  to  one  of  his  pupils,  must  also  be  dated  in  the  fifteenth 

century.  The  cards  are  distinguished  by  their  form,  number,  and  design ; 

they  are  round  in  shape,  and  much  resemble  Persian  cards,  are  painted 

on  ivory,  and  covered  with  arabesques,  flowers,  and  birds.  This  pack,  only 

a  few  pieces  of  which  now  exist  in  some  of  the  German  collections,  was 

composed  of  fifty-two  cards  divided  into  four  numeral  series  of  nine  cards 

each  and  with  four  figures  in  each  series — the  king,  the  queen,  the 

squire,  and  the  knave.  The  suits  or  marks  are  the  *'  Hare,"  the  "  Parrot," 

the  *' Carnation,"  and  the  ̂ 'Columbine."  Each  of  the  aces  represents  the 
type  of  the  suit,  and  they  bear  philosophical  devices  in  Latin.  The  four 

figures  of  the  "  Parrot "  suit  are  of  African  character ;  those  of  the 

"  Hare "  are  Asiatic  or  Turldsh ;  those  of  the  ̂ '  Carnation "  and  the 

''  Columbine  "  belong  to  Europe.  The  ''  kings "  and  "  queens  "  are  on 

horseback ;  the  "  squires  "  and  ''  knaves "  are  so  similar  that  it  is  difficult 

to  distinguish  them,  with  the  exception  of  the  knaves  of  "  Columbine  " 

and  ''  Carnation"  (Figs.  173  to  178). 

The  English  also  were  in  possession  of  playing-cards  at  an  early  date, 

obtaining  them  through  the  medium  of  the  trade  which  they  carried  on 

with    the   Hanseatic  towns   and   Holland ;    but    they   did   not   manufacture 
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cards  belure  the  end  oi'  ilic  Mxtci'iitli  cvntury ;  for  we  know  that  in  the reign  of  Queen  Elizabeth  the  Government  retained  in  its  own  hands  tlie 

monopoly  of  playing-cards,  ''which  were  imj^ortcd  fn,m  abroad."  The 
English,    while    adopting     indiscriminately    cards    ol"    a     (Jrrmaii,    l-'rench, 

Fig.  179. — La  Damot'selle,  from  a  Pack  of  Cards  engraved  by  "  The  Master  of  1466.'' 
(Bibl.  Xat.  of  Paris.     Print-Room.) 

Italian,  or  Spanish  cliaracter,  gave  to  the  valet  the  characteristic  appellation 
of  ''knave."* 

Wood-engraving,    which    was   invented    at    the   commencement   of    the 

fiftecuth    century,    and   perhaps    even    before,  must    have  been   aj)plitxl   at 

*  The  English  "  knave  "  is  only  our  old  equivalent  for  the  German  knabr,  and  had  originally 
the  same  meaning  of  servant ;  it  is  also  nearlv  similar  in  sense  to  the  French  valet. — D. 
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the  very  first,  and  almost  simultaneously  to  the  reproduction  of  sacred 

pictures  and  the  manufacture  of  plapng-cards.  Holland  and  Germany 
have  contended  for  the  honour  of  having  been  the  cradle  of  this  invention. 

Taking  advantage  of  this,  they  have  also  even  thought  themselves  war- 
ranted in  laying  claim  to  the  credit  of  the  original  manufacture  of  cards ; 

Fig.  180.— The  Knight,  from  a  Pack  of  Cards  engraved  by  "  The  Master  of  1466." 
(Bibl.  Nat.  of  Paris.) 

whereas  the  fact  is  that  all  they  can  claim  is  to  have  been  the  first  to 

produce  them  by  some  more  expeditious  method  of  making.  According 

to  the  opinion  of  several  savants,  Laurent  Coster  of  Haerlem  was  only  an 

engraver  of  wood-blocks  for  cards  and  pictures  before  he  became  a  printer 

of  books.     It  certainly  is  a  fact  that  wood-engraving,  which  was  for  a  long 
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time  liniited  to  a  few  workshops  in  llollaiul  and  TpiMr  (uTiiiany,  owtxl  a  lar^^e 

share  of  its  prop^ress  to  tlie  trade  in  jihiyin^-cards — which  wu8  curried  on 

with  such  activity  that,  as  wc  read  in  an  old  chronicle  of  tlie  city  of  Uhn, 

about  the  year  l'il)7,  '^  thi'y  were  in  the  habit  of  tsendin;^  phiying-cardH  in 
bales  to  Italy,  Sicily,  antl  other  southern  countries,  to  exchan«4^e  for  groeericH 

and  various  merchandise." 

A  few  years  later,  engravin*^  on  metal  or  copper-plate  was  employed  in 

producing  playing-cards  of  a  really  artistic  character,  among  which  we 

may  mention  those  of  ''The  Master  of  14(JG  "  (Figs.  228  and  22'J),  and  of 
his  anonpnous  rivals.  The  pack  of  cards  of  this  engraver  exists  only  in  a 

small  number  of  print-collections,  and  it  is  in  every  case  incomplete.  .^Vs  far 

as  we  can  judge,  it  must  have  been  composed  of  sixty  cards,  consisting  of 

forty  numeral  cards  divided  into  five  series,  and  twenty  picture-cards,  being 

lour  to  each  series.  The  figures  are  the  king,  (pieen,  knight,  and  knave. 

The  siuts,  or  marks,  present  rather  a  strange  selection  of  wild  men,  ferocious 

(juadrupeds,  deer,  birds  of  prey,  and  various  fl(jwers.  These  objects  are 

numerically  grouped  and  tolerably  well  arranged,  so  as  to  allow  the  numbers 

indicated  to  be  distinguished  at  first  sight. 

Thus,  as  we  have  seen,  playing-cards  made  their  way  from  India,  through 

Arabia,  to  Europe,  where  they  first  arrived  about  the  year  1'370.  Within 

a  few  years  they  spread  over  the  Continent  from  the  south  to  the  north  ; 

but  those  who,  under  the  influence  of  a  passion  for  pla}',  had  so  eagerly 
welcomed  them,  were  far  indeed  from  suspecting  that  this  new  game 

contained  within  itself  the  germ  of  two  of  the  most  beautiful  inventions 

ever  devised  by  the  human  mind — those  of  engraving  and  printing.  There 

can  be  no  doubt  that  playing-cards  were  in  use  for  many  a  long  }'ear  ere  the 
public  voice  had  proclaimed  the  almost  simultaneous  discovery  of  the  arts  of 

engraving  on  wood  and  metal,  and  of  printing. 

Fig.  i8i. — Coat  of  Arms  of  the  Cardmakers  of  Paris. 

N 
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Painting  on  Glass  mentioned  by  Historians  in  the  Third  Century  of  our  Era.  — Glazed  Windows 

at  Brioude  in  the  Sixth  Century. — Coloured  Glass  at  St.  John  Lateran  and  St.  Peter's  in 
Eome. — Chvirch- Windows  of  the  Twelfth  and  Thirteenth  Centuries  in  France:  Saint-Denis, 
Sens,  Poitiers,  Chartres,  Rheims,  &c. — In  the  Fourteenth  and  Fifteenth  Centuries  the  Art  was 
at  its  Zenith. — Jean  Cousin. — The  Celestins  of  Paris;  Saint-Gervais  ;  Robert  Pinaigrier 
and  his  Sons. — Bernard  Palissy  decorates  the  Chapel  of  the  Castle  of  Ecouen. — Foreign  Art ; 
Albert  Diirer. 
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E  have  already  established  the  fact  that  the 

art  of  manufacturing  and  colouring  glass 

was  known  to  the  most  ancient  nations ; 

and,  says  ChampoUion-Figeac,  "if  we 
study  the  various  fragments  of  this  fra- 

gile substance  that  have  been  handed 

down  to  our  time,  if  we  take  into  con- 
sideration the  varied  ornamentation  with 

which  they  are  covered,  even  the  human 

figures  which  some  of  them  represent,  it 

would  be  difficult  to  assert  that  antiquity 

was  unacquainted  with  the  means  of 

combining  glass  Tvdth  painting.  If  antiquity  did  not  produce  what  are  now 

called  painted  windows,  the  real  cause  was  that  the  custom  of  employing 

glass  in  windows  did  not  then  exist."  Some  few  specimens  of  it  have, 
however,  been  found  in  the  windows  of  the  houses  exhumed  at  Pompeii  ;  but 

this  must  have  been  an  exception,  for  the  third  century  of  our  era  is  the 

earliest  date  in  which  traces  are  found  in  history  of  window- glass  being  used 

in  buildings  ;  and  we  must  bring  down  our  researches  as  late  as  the  times  of 

St.  John  Chrysostom  and  St.  Jerome  (the  fourth  century)  in  order  to  find 

any  rehable  affirmation  as  to  its  adoption. 

In  the  sixth  century  Gregory  of  Tours  relates  that  a  soldier  broke  the 

glass  window  of  a  church  at  Brioude  in  order  to  enter  it  secretly  and  commit 

robbery ;  and  we  know  that  when  this  prelate  caused  the  restoration  of  the 

Church  of  St.  Martin  of  Tours,  he  took  care  to  fill  its  windows  with  glass 

''of  varied  colours."  About  the  same  time  Fortunatus,  the  poet-bishop  of 

Poitiers,  highly  extols  the   splendour  of  the  glass  window  of  a  church  in 
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Paris,  tlu'  iiaiuc  of  which  he  does  not  mention;  but  tlie  h'arncd  investij^ationK 
of  Foncemagne  with  reference  to  the  first  kin^s  of  France  inform  us  that 

the  church  built  at  Paris  by  Childebert  I.  in  honour  of  the  iloly  Cross  an<l 
St.  Vincent,  as  well  as  the  churches  of  Lyons  and  Bourges,  were  closed  in 

witli  glass  windows.  Du  Cange,  in  his  ''  Ccmstantinople  Chretienne,"  de- 
scribes the  glass  windows  of  the  basilica  of  St.  Sophia,  rebuilt  by  JuHtinian  ; 

and  Paul,  the  Silentiary,*  dwells  with  enthusiasm  on  the  marvellous  effect 
produced  by  the  rays  of  the  sun  upon  this  assemblage  of  various  coloured 

glasses. 
In  tlie  eighth  century,  when  the  use  of  glass  windows  was  becoming 

general,  the  basilicas  of  St.  John  Lateran  and  of  St.  Peter  at  Rome  possessc<l 

coloured  glass  windows  ;  and  Charlemagne,  who  had  caused  mosiucs  of 

coloured  glass  to  be  placed  in  a  large  number  of  churches,  did  not  fail  to 

avail  himself  of  this  kind  of  ornament  in  the  cathedral  erected  by  him  at 

Aix-la-Chapelle. 

Up  to  this  time  the  only  method  of  making  glass  was  in  small  pieces, 

generally  round,  a  number  of  which,  by  means  of  a  network  of  plaster,  wooden 

frames,  or  strips  of  lead,  were  used  to  fill  up  the  windows.  This  material 

being,  however,  very  costly,  it  could  only  be  introduced  into  edifices  of  great 

importance.  xVddcd  to  this,  it  can  scarcely  be  a  source  of  wonder  if,  at  a 

time  when  all  branches  of  art  had  relapsed  into  a  sort  of  barbarism,  and  glass 

was  only  exceptionally  employed  in  ordinary  purposes,  no  one  thought  of 

decorating  it  with  painted  figures  and  ornaments. 

"With  regard  to  mosaic,  either  in  marble  or  coloured  glass,  Martial, 
Lucretius,  and  other  writers  of  antiquity,  mention  it  in  their  works.  Fg^-pt 
had  a  knowledge  of  it  even  before  Greece ;  the  Romans  were  accustome<^l  to 

employ  it  in  ornamenting  the  roofs  and  pavement  of  their  temples,  and  even 

their  columns  and  streets.  Some  magnificent  specimens  of  these  decorations 

have  remained  to  our  time,  and  they  are  considered  as  inseparable  from  the 

architecture  of  the  emperors. 

Some  have  desired  to  attribute  the  custom  of  employing  coloured  glass  in 

mosaics  to  the  rarity  of  coloured  marbles.  Is  it  not  more  probable  that  the 

simultaneous  use  of  marble  and  glass  for  this  purpose  was  the  result  of 

improvements  in  the  art  of  making  mosaics  ?  for  glass  that,  by  metallic 

mixtures,  may  be  brought  to  a  variety  of  colours,  is  much  more  easily  adapted 

to  pictorial  combinations  than  marble,  the  tints  of  which  must  be  taken  as 

they  are.  Seneca,  alluding  to  the  use  of  coloured  glasses  in  mosaic,  complains 

of  people  not  being  able  *'  to  walk  except  on  precious  stones ;"  this  shows  how 

*  Faul,  the  Silentiary,  is  so  named  from  holding  in  the  court  of  Justinian  the  office  of  chief  of 

the  Silentiarii,  persons  who  had  the  care  of  the  palace.  He  -wrote  a  poem  on  the  rehuilding  of 

St.  Sophia,  at  Constantinople,  which  was  translated  from  Greek  into  Latin,  and  published  with 

notes,  by  Du  Cange,  of  Paris,  in  1670. — D. n2 
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prevalent  the  use  of  ricli  mosaics  had  become  in  E-ome.  But  this  art  must 

have  singuhirly  fallen  into  decay,  for  the  few  examples  of  the  kind  we  now 

possess,  which  date  from  the  first  centuries  of  Christianity,  are  marked  with 

a  character  of  simplicity  that  fully  harmonises  with  the  rudeness  of  the 

artists  of  those  times.  Among  these  must  be  mentioned  a  pavement  dis- 

covered at  Rheims,  upon  which  are  represented  the  twelve  signs  of  the 

zodiac,  the  seasons  of  the  year,  and  Abraham's  sacrifice ;  another  on  which 
are  depicted  Theseus  and  the  labyrinth  of  Crete,  in  juxtaposition  with  David 

and  Goliath.  It  is  kno\\Ti,  moreover,  that  there  existed  in  the  Forum  of 

jS^aples  a  portrait  in  mosaic  of  Theodoric,  king  of  the  Goths,  who  had  caused 
a  representation  of  the  Baj)tism  of  Christ  to  be  executed,  in  the  church  of 

Ravenna,  by  the  same  process.  Sidonius  Apollinaris,  describing  the  excessive 

luxury  of  Consentius  at  Narbonne,  speaks  of  arches  and  pavements  orna- 
mented with  mosaics.  The  churches  of  St.  John  Lateran,  St.  Clement,  and 

St.  George  in  Yelabro,  at  Rome,  still  display  mosaics  of  this  period.  Lastly, 

Charlemagne  caused  the  greater  part  of  the  churches  constructed  by  him  to 

be  ornamented  'svith  mosaics. 

To  return  to  glass-work,  we  find  that  in  the  time  of  Charles  the  Bald,  in 
863,  mention  is  made  of  two  artisans,  Ragenat  and  Balderic,  who  became  as 

it  were  the  heads  of  the  race  of  French  glass-makers.  We  also  learn  from 

the  chronicle  of  St.  Benignus  of  Dijon,  that  in  1052  there  existed  in  that 

chui'ch  a  ''  very  ancient  painted  window,"  representing  St.  Paschasie,  which 
was  said  to  have  been  taken  from  the  earlier  church.  We  have  therefore 

a  right  to  conclude  that  at  this  period  the  custom  of  painting  on  glass  had 

long  been  common. 

In  the  tenth  century  glass-makers  must  have  acquired  some  degree  of  im- 

portance, for  the  reigning  Dukes  of  N^ormandy  of  that  era  established  certain 
privileges  in  their  favour ;  but,  says  Champollion-Figeac,  "  as  all  privilege 
was  the  prerogative  of  the  order  of  nobility,  they  contrived  to  give  them  to 

noble  families  whose  fortunes  were  precarious.  Four  Norman  families 

obtained  this  distinction.  But  although  it  was  understood  that  in  devoting 

themselves  to  the  trade  these  titled  individuals  incurred  no  degradation,  it 

was  never  said,  as  is  commonly  believed,  that  the  profession  of  this  art 

conferred  nobility ;  on  the  contrary,  a  proverb  arose  which  long  continued 

in  use,  namely,  that  ̂   in  order  to  make  a  gentleman  glass-maker,  you  must 

first  take  a  gentleman.'  " 
Although  painting  on  glass  was  from  that  time  carried  on  with  consider- 

able activity,  in  many  cases  it  was  still  very  far  from  being  accomplished  by 

the  processes  which  were  destined  to  make  it  one  of  the  most  remarkable 

productions  of  art.  The  application  of  the  brush  to  vitrifiable  colours  was 

not  generally  adopted.     In  the  examples  of  this  period  that  remain  to  our 
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days,  wc  indecHl  find  liiro(>  panes  cast  in  white  ;^dass,  up(jn  whidi  tliaracters 

were  painted  by  the  artist ;  over  this  a  second  pane  was  placed  and  closely 

cemented,  so  that  the  coloured  desi<»;n  was  held  between  the  two. 

While  glass- j)ainting'  was  thus  seeking  to  perfect  itself,  mosaic  gradually 
declined.  Only  a  very  small  number  of  mosaics  of  the  tenth  and  eleventh 

centuries  exist  at  tlie  present  day,  and  these,  moreover,  aro  both  incorrect  in 

design  and  entirely  wanting  in  tasti^  and  colour. 
In  the  twelfth  century  all  the  arts  began  to  revive.  The  fear  of  the  end 

of  the  world,  which  had  thrown  mankind  into  a  strange  lethargy,  had  disap- 

peared. The  Christian  faith  stirred  up  the  zeal  of  its  discii)les.  ̂ lagnificent 

cathedrals  sprang  up,  and  the  art  of  the  glass-maker  came  to  the  aid  of  archi- 
tecture in  order  to  diffuse  over  their  interiors  the  light,  both  prismatic  and 

harmonious,  which  affords  the  necessary  calm  for  holy  meditation.  \\\\\ 

though,  in  the  painted  windows  of  this  period,  we  are  forced  to  admire  the 

ingenious  combination  of  colours,  the  case  is  very  different  as  regards  tlie 

drawing  and  colouring  of  the  designs.  The  figures  are  generally  traced  in 

rough,  stiff  lines  on  glass  of  a  dull  tint,  which  absorbs  all  the  expression  of 

the  heads ;  the  entire  drapery  of  the  costume  is  heavy  ;  the  figure  is  spoilt  by 

the  folds  of  its  vestments,  as  if  it  were  enclosed  in  a  long  sheath.  This  is  the 

general  character  of  the  examples  of  that  period  as  they  arc  known  to  u^ 

(Fig.  182). 

The  painted  windows  which  Suger  made  to  adorn  the  abbey-church  of 

St.  Denis,  some  of  which  still  exist,  date  from  the  twelfth  century.  The  abbot 

made  inquiries  in  every  country,  and  gathered  together  at  a  great  expense 

the  best  artists  he  could  find,  in  order  to  help  in  this  decoration.  The  Adora- 

tion of  the  Magi,  the  Annunciation,  the  History  of  Moses,  and  various  allego- 

ries, are  there  represented  in  the  chapel  of  the  Virgin  and  those  of  St.  ( )sman 

and  St.  Hilary.  Among  the  principal  pictures  may  be  also  observed  a  por- 
trait of  Suger  himself  at  the  feet  of  the  Virgin.  The  borders  surrounding 

the  subjects  may  be  considered  as  models  of  harmony  and  good  arrangement 

of  effect ;  but  still  the  taste  shown  in  the  selection  and  combination  of  colours 

is  carried  to  the  highest  point  in  the  subjects  themselves,  the  designs  of  which 

are  very  excellent. 

In  the  Church  of  St.  Maurice,  at  Angers,  we  find  examples  of  a  rather 

earlier  date — perhaps  the  most  ancient  specimens  of  painted  windows  in 

France ;  these  are  the  histor}^  of  St.  Catherine  and  that  of  the  Virgin,  which. 

in  truth,  are  not  equal  in  merit,  as  regards  execution  and  taste,  to  the  ancient 

-windows  of  the  Church  of  St.  Denis. 

Wc  still  have  to  mention  some  fragments  contained  in  the  Church  of 

St.  Serge,  and  the  chapel  of  the  Hospital,  in  the  to^ni  of  Angers ;  also  a  glass 

window  in  the  Abbev  of  Fontevrault ;  another  in  the  Church  of  St.  Peter, 



l82 GLA  SS-PA  hXTING. 

at  Dreiix,  in  wliicli  is  ro^^resented  Queen  Anne  of  Brittany.  We  will,  in 

conclusion,  mention  one  of  the  windows  of  the  choir  in  the  Church  of  the 

Trinity,  at  Yendome ;  it  represents  the  Glorification  of  the  Virgin,  who  bears 

Fig.  182  — St.  Timoth}'  the  Martyr.     Coloured  Glass  of  the  end  of  the  Eleventh  Century,  found  in  tlie 
Church  of  Neuwiller  (Bas-Rhin)  by  M.  Boeswillwald. 

(From  M.  Laste3Tie's  History  of  Glass-Painting.) 

on  her  forehead  an  almond-shaped  aureola,  the  form  of  which  has  furnished 

archaeologists  vdih.  a  subject  for  long  discussions ;  some  being  desirous  of 

proving  that  this  aureola,  which  does  not  appear  to  be  depicted  in  the  same 
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way  on  any  other  painted  window,  tends  to  show  that  the  works  of  the 

Poitevine  g-hiss-makers,  to  whom  it  is  attributed,  had  Ixcii  subjeet  to  the 
inHuence  of  the  Byzantine  sehool ;  others  assert  that  the  ahiiond-shaj>ed  ̂ lory 

is  a  symbol  exchisively  reserved  for  the  Virgin.     Before  wi-  proceed  to  the 

Fig.  183. —Fragment  of  a  Church-window,  representing  the  "  Prodigal  Son.*'     Thirteenth  Century. 
(Presented  to  the  Cathedral  of  Bourges  by  the  Guild  of  Tanners.) 

examples  handed  dc^Ti  to  ns  from  the  twelfth  century,  we  must  mention 

some  remain  of  glass  to  be  seen  at  Chartres,  Mans,  Sens,  and  Bourges  (Fig. 

183),  &c.  We  may  also  add,  as  an  incident  not  ̂ Hthout  interest,  that  a 

chapter  of  the  order  of  the  Cistercians,  considering  the  great  expense  to  which 
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painted  windows  led,  prohibited  the  use  of  them  in  churches  under  the  rule 
of  St.  Bernard. 

The  development  of  Gothic  architecture  gave  a  chance  to  the  glass- 
painters  of  which  they  were  not  slow  to  avail  themselves.  Examples  from 

the  thirteenth  century  are  still  very  numerous.  There  is  at  Poitiers  some 

painted  glass  composed  of  small  roses,  and  chiefly  placed  in  one  of  the 

windows  in  the  centre  of  the  church  and  in  the  ̂ '  Calvary  "  of  the  apse ;  at 
Sens,  the  legend  of  St.  Thomas  of  Canterbury  is  represented  in  a  number  of 

small  medallions,  called  verrieres  Icgcndaires ;  at  Mans,  we  find  glass  repre- 

senting trade  corporations ;  at  Chartres,  the  painted  glass,  which  is  both 

magnificent  and  extensive,  contains  no  fewer  than  one  thousand  three 

hundred  and  fifty  subjects,  distributed  among  one  hundred  and  forty- three 

windows.  At  Kheims,  the  painted  glass  is  perhaps  less  important,  but  it  is 

remarkable  both  for  the  brilliancy  of  its  colours  and  for  its  suitability  to  the 

style  of  the  edifice.  Bourges,  Tours,  Angers,  and  Notre- Dame  in  Paris, 

possess  very  beautiful  specimens.  The  Cathedral  of  Pouen  possesses  to  this 

day  a  window  which  bears  the  name  of  Clement  of  Chartres,  master  glazier, 

the  first  artist  of  this  kind  who  has  left  behind  him  any  work  bearing  his 

signature.  We  must,  in  conclusion,  mention  the  Sainte-Chapelle,  Paris, 

which  is,  perhaps,  the  highest  achievement  of  the  art.  The  designs  in  the 

windows  of  this  last  edifice  are  legendary,  and  although  some  few  inaccura- 

cies may  be  noticed  in  the  figures,  the  fault  is  redeemed  by  the  studied 

elegance  of  the  ornamentation  and  the  harmony  of  the  colour. 

In  the  thirteenth  century  ̂ ^ gnsaiUe^^  first  made  its  appearance;  it  was 
quite  a  new  style,  and  has  been  often  since  employed  in  the  borders  and  orna- 

ments of  painted  windows.  It  was  used  in  combination  with  the  variegated 

glass,  as  we  see  it  in  the  church  of  St.  Thomas,  Strasbourg,  in  the  Cathedral 

of  Freybourg  in  Briesgau,  and  in  many  churches  of  Bourges. 

The  large  number  of  paintings  on  glass  belonging  to  the  thirteenth 

century  which  may  still  be  studied  in  various  churches,  has  given  rise  to 

the  idea  of  classifying  all  these  monuments,  and  arranging  them  under 

certain  schools,  which  have  been  designated  by  the  names  of  Franco-Norman, 

Germanic,  &c.  Some  have  even  gone  farther,  and  desired  to  recognise  in 

the  style  peculiar  to  the  artists  of  ancient  France  a  Norman  style,  a  Poitevin 

style  (the  latter  recognisable,  it  is  said,  by  the  want  of  harmony  in  the 

colours),  &c.  We  can  hardly  admit  these  last  distinctions,  and  are  the  less 

inclined  to  do  so,  as  those  who  propound  them  seem  to  base  their  theories 

rather  on  the  defects  than  the  good  qualities  of  the  artists.  Besides,  at  a 

period  in  which  a  nobleman  sometimes  possessed  several  provinces  very 

distant  from  each  other — as,  for  example,  Anjou  and  Provence — it  might  so 
happen  that  the  artists  he  took  with  him  to  his  different  residences  could 



GLA  SS-PA INTING.  i  g  5 

scarcely  ftiil,  1>y  ̂^^^  miioii  of  llicir  vnrioiis  works,  I0  cnuso  any  provInri:il 

7: 

Fig.  184.— Legend  of  the  Jew  of  the  Rue  des  l?illcttcs,  Paris,  piercing  the  Holy  Wafer  with  his  Knife. 

(From  a  Window  of  the  Church  of  St.  Alpin,  at  Chalons-sur-Mame.     Fourteenth  Century.) 

influences  to  disappear,  and  would  finally  reduce  tlie  distinction   between 

what  is  called  tlie  Poitevin    style,    tlic    Xomian   style,  &c.,    to   a   question 
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of   a    more    or   less   skilful   manufacture, 

improYement. 

or    of   a   more   or   less   advanced 

\ 
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In  the  fourteenth  century  the  artist  in  glass 

became  separated  from  the  architect ;  although 

naturally  subordinate  to  the  designer  of  the 

edifice,  in  which  the  windows  were  to  be  only  an 

accessory  ornament,  he  wished  to  give  effect  to  his 

own  inspiration.  The  whole  of  the  building  was 

subjected  by  him  to  the  effect  of  his  more  learned 

and  correct  drawing,  and  his  purer  and  more 

striking  colouring.  It  mattered  little  to  him 

should  some  part  of  the  church  have  too  much 

light,  or  not  light  enough,  if  a  flood  of  radiance 

deluged  the  apse  or  the  choir,  instead  of  being 

gradually  diffused  everywhere,  as  in  earlier  build- 
ings. He  desired  his  labour  to  recommend  him, 

and  his  work  to  do  him  honour. 

The  court-poets,  Guillauine  de  Machaut  and 

Eustache  Deschamps,  celebrate  several  works  in 

painted  glass  of  their  time,  and  even  give  some 

details  in  verse  on  the  mode  of  fabricating  them. 

In  1347  a  royal  ordinance  was  proclaimed  in 

favour  of  the  workmen  of  Lyons.  The  custom 

existed  at  that  time  of  adorning  with  painted 

windows  royal  and  lordly  habitations.  The  artists 

produced  their  own  designs,  adapting  them  to  the 

balls  for  which  they  were  intended.  Some  of 

these  windows  representing  familiar  legends  are 

to  be  found  even  in  churches  (Fig.  184). 

Among  the  most  important  works  of  the  four- 
teenth centurv,  we  mav  mention  the  windows  in 

the  cathedrals  of  Mans,  Beauvais,  Evreux  (Fig. 

185),  and  the  rose- windows  of  St.  Thomas  at 

Strasbourg.  Xext  come  the  windows  of  the 

Church  of  St.  JS^azaire  at  Carcassonne  and  of  the 
Cathedral  of  Xarbonne.  There  are,  besides,  in 

the  Church  of  St.  John  at  Lyons,  in  Notre-Dame 
of  Semur,  in  Aix  in  Provence,  at  Bourges,  and  at 

Metz,  church-windows  in  every  respect  worthy  of 
attention. 

The  fifteenth  century  continues  the  traditions  of  the  preceding  one.     The 

^ 
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Fig  185. — Fragment  of  a  Window  pre- 
sented to  theCathedral  of  Evreux  bj- 

the  Bishop  Guillaume  de  Cantiers. 

Fourteenth  Centurj-. 
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})iiiu'ipal  works  dating  rioiii  this  tpoc-li  iK-giii,  a(.'(;(>r(liii<r  to  the  oidcj-  ul 

merit,  with  tlie  window  of  the  Callicdi-al  of  Mans,  wliicli  r('})ro8cntH  Vcjknidc 

of  Aragon,  and  Louis  TI.,  King-  ol'  Naples  and   Sieily,  ancestors  of  the  g(K>d 

Fig.  186. — Allegorical  Window,  representing  the  "  Citadel  of  Pallas." 
(Lorraine  work  of  the  Sixteenth  Century,  preser\-ed  in  the  Librarj-  at  Strasbourg.) 

King  Rene  ;  after  tlieni  we  shall  place  tlie  ̂ vindows  of  the  Sainte-Chapelle, 

Riom;  St.  Yincent,  Rouen;  the  Cathedral  of  Tours,  and  that  of  Bourges, 

representing  a  memorial  of  Jacques  Canir,  &c. 
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The  sixteenth  century,  although  bringing  religious  troubles  witb  it,  has 

banded  down  to  us  a  variety  of  remarkable  cburcb-windows.  We  are,  of 

course,  unable  to  mention  tbem  all ;  but  it  seems  expedient — adopting  tbe 

rule  of  most  archaeologists — to  divide  them  into  three  branches  or  schools, 

which  are  actually  formed  by  the  different  styles  of  the  artists  of  that  epoch  : 

the  French  school,  the  German  school,  and  the  Lorraine  school  (Fig.  186), 

which  partakes  of  the  characteristics  of  the  two  preceding. 

At  the  head  of  the  French  school  figures  the  celebrated  Jean  Cousin,  who 

decorated  the  chapel  of  Yincennes ;  he  also  made  for  the  Celestins  monastery, 

Paris,  a  representation  of  Calvary ;  for  St.  Gervais,  in  lo87,  the  windows 

representing  the  "  ̂ lartvrdom  of  St.  Lawi^ence,"  the  "  Samaritan  conversing 

with  Christ,"  and  the  "  Paralytic."  In  these  excellent  works,  the  method  of 
arrangement,  the  ̂ dgorous  drawing,  and  the  powerful  colour,  seem  to  reflect 

the  work  of  Raphael.  Windows  in  "  grisaiUe,'''  made  fi^om  the  cartoons  of 
Jean  Cousin,  also  decorated  the  Castle  of  Anct. 

Another  artist,  named  Robert  Pinaigrier,  who,  although  inferior  to 

Cousin,  was  much  more  fertile  in  production,  assisted  by  his  sons  Jean, 

Xicholas,  and  Louis,  and  several  of  his  pupils,  executed  a  number  of  win- 

dows for  the  churches  of  Paris,  most  of  which  have  disaj)peared :  Saint- 

Jacques  de  la  Boucherie,  the  Madeleine,  Sainte- Croix  en  la  Cite,  Saint 

Barthelemy,  &c.  Magnificent  specimens  of  his  work  still  remain  at  Saint- 

Merry,  Saint-Gervais,  Saint-Etienne  du  Mont,  and  in  the  Cathedral  of 

Chartres.  Pinaigrier's  works  in  the  mansions  of  the  nobility  are  perhaps 

equalh'  numerous. 
At  this  period  several  windows  were  made  from  the  drawings  of  Raphael, 

Leonardo  da  Yinci,  and  Parmigiano  ;  it  may  also  be  remarked  that  two 

patterns  of  the  latter's  work  were  used  by  Bernard  Palissy  (who  was  a 

"glazier"  before  he  became  an  enameller),  in  the  '^  grisaille'^  windows  for 
the  chapel  of  the  Chateau  at  Ecouen.  For  this  Chateau  Bernard  Palissy 

executed  thirty  pictures  on  glass,  representing  the  history  of  Psyche,  which 

were  ranked  among  the  most  beautiful  compositions  of  the  epoch ;  it  is  not 

now  known  what  has  become  of  them.  They  were,  it  is  said,  executed  under 

the  direction  of  Leonard  of  Limoges,  who,  like  all  the  masters  of  that  school, 

(Fig.  187),  applied  to  painting  on  glass  the  processes  of  enamelling,  and 

Tice  I'crsd.  In  the  collections  of  the  Louvre  and  of  several  amateurs,  objects 

are  to  be  seen  on  which  he  employed  the  best  glass-painters  of  his  time  ;  for 
he  could  not  himself  work  on  evervthino^  that  came  from  his  atelier. 

The  French  art  of  glass-working  became  cosmopolitan.  It  was  intro- 
duced into  Sj^ain,  and  also  into  the  Low  Countries  under  the  protection  of 

Charles  Y.  and  the  Duke  of  Alba.  It  even  appears  to  have  crossed  the  Alps ; 

for  we  know  that  in  1512  a  glass-painter  of  the  name  of  Claude  adorned  with 
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bis  works  the  largo  windows  of  the  Vatican,  and  tliat  Julius  II.  .sunimuntd 

Guilhiumc  of  Marseilles  to  the  Eternal  City.  AV\'  must  not  omit  to  mention, 
among  the  few  Flemisli  aitlsls  who  escaped  iureign  iniluenee,  the  name  of 
Dirk  of  Kaarleni  (Fig.  ISS),  the  most  celebrated  master  in  this  art  at  the 
close  of  the  fifteenth  century. 

While  French  art  was   thus  s2)reading  over  the  Continent,  foreign  art 

Fig.  187. — St.  Paul,  an  Enamel  of  Limoges,  by  Etienne  Mercier. 

was  being  introduced  into  France.  Albert  Diirer  employed  his  pencil  in 

painting  twenty  windows  in  the  chui'ch  of  the  Old  Temple,  in  Paris,  and 

produced  a  collection  of  pictures  characterised  by  vigorous  dra^N-ing,  and 

warm  and  intense  colouring.  The  famous  German  did  not  work  alone — 
other  artists  assisted  him ;  and,  notwithstanding  the  devastation  which  took 

place  during  the  Revolution,  in  many  a  church  and  mansion  traces  of  these 
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skilful  masters  may  still  be  found.      Their  compositions,  wliicli  are  generally 

as  well  arranged  as  they  are  executed,  are  marked  with  a  tinge  of  German 

simplicity  yery  suitable  to  the  pious  nature  of  the  subjects  they  represent. 

In   1600,    Nicholas  Pinaigrier   placed  in  the  windows  of  the  Castle  of 

Fig.  i88. — Flemish  Window  ''Fifteenth  Centun-),  half  life-size.     Painted  in  monochrome,  relieved  with  j-ellow, 
by  Dirk  of  Haarlem.     (Collection  of  M.  Benoni-yerhelst,  Ghent.) 

La  Briffe  seyen  pictures  in  ̂'  grisaille,^*  copied  from  the  designs  of  Francis 
Floris,  a  Flemish  master,  who  was  born  in  1520.  At  this  same  period  Yan 

Haeck,  Herre}Ti,  John  Dox,  and  Pelgrin  Rosen,  all  belonging  to  the  school 

of  Antwerp,  and  other  artists  who  had  decorated  the  windows  of  most  of  the 
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churches  in  Helgium,  especially  8t.  Guduh^  in  JJrussels,  influenced  either 

directly  or  indirectly  the  glass-painters  of  the  east  and  north  of  France. 

Another  group  of  artists,  the  Provencals,  imitators  of  the  Italian  style,  or 

rather  of  ̂ lichel-Angelo,  trod  a  similar  path  to  that  which  Jean  Cousin, 

Pinaigrier,  and  Palissy  had  followed  with  so  much  renown.  The  chiefs  of 

this  school  were  Claude  and  Guillaume  of  Marseilles,  who,  as  we  have  just 

mentioned,  carried  their  talent  and  their  works  into  Italy,  where  they  suc- 

ceeded in  educating  some  clever  pupils. 

Fig.  189. — Temptation  of  St.  ̂ [ars,  a  Hermit  of  Auverg^e,  by  the  Devil  disguised  as  a  Woman.    Fragment  of  a 

"Window  of  the  Sainte-Chapelle  of  Riom.     Fifteenth  Ccntun*. 
(From  "  Histoire  de  la  Peinture  sur  Verre,"  by  M.  F.  de  Lastej-rie.) 

"With  regard  to  the  school  of  the  Messin  or  Lorraine,  it  is  principally 
represented  by  a  disciple  of  Michel- Angelo,  Valentin  Bousch,  the  Alsatian, 

who  died  in  1541  at  Metz,  where,  since  lo'2l,  he  had  executed  an  immense 
number  of  works.  The  windows  of  the  churches  of  St.  Barbe,  St.  Xicolas  du 

Port,  Autrey,  and  Fhn4gny-sur-^Ioselle,  are  due  to  the  same  school,  in  which 

Israel  Henriet  was  also  brought  up ;  he  became  the  chief  of  a  school,  exclu- 

sively belono^ino^  to  Lorraine,  at  the  time  when  Charles  III.  had  invited  the 

arts  to  unite  under  the  patronage  of  the  ducal  throne.     Thierry  Alix,   in  a 
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"  Description  inedite  de  la  Lorraine,"  written  in  1590,  and  mentioned  by 

M.  Begin,  speaks  of  "  large  plates  of  glass  of  all  colours,''  made  in  his  time 
in  the  mountains  of  Yosges,  where  "  all  the  herbs  and  other  things  necessary 

to  painting''  were  found.  M.  Begin,  after  having  quoted  this  curious 
statement,  adds  that  the  windows  which  at  that  time  were  produced  in  the 

workshops  of  the  Yosges,  and  subsequently  carried  to  all  parts  of  Europe, 

constituted  a  very  active  branch  of  commerce. 

"  N^evertheless,"  says  Champollion-Figeac,  "  art  was  declining.  Christian 
art  especially  was  disappearing,  and  had  almost  come  to  an  end,  when  Pro- 

testantism stepped  in  and  gave  it  the  last  blow ;  this  is  proved  by  the  window 
in  the  cathedral  church  of  Berne,  in  which  the  artist,  Frederic  Walter,  dared 

to  launch  his  satire  against  a  central  doctrine,  and  to  ridicule  transubstantia- 
tion  by  representing  a  pope  shovelling  four  evangelists  into  a  mill,  from 

which  come  forth  a  number  of  wafers ;  these  a  bishop  is  receiving  into  a  cup 

in  order  to  distribute  them  to  the  wondering  people.  Any  edification  of  the 

masses  by  the  powerful  effect  of  transparent  images  placed,  so  to  speak, 

between  the  earth  and  heaven,  soon  ceased  to  be  possible,  and  glass-painting, 
henceforth  alienated  from  the  special  aim  of  its  origin,  was  destined  also  to 

disappear." 
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The  Nature  of  Fresco. — Paintings  at  Pompeii.— Greek  and  Roman  Schools. — Mural  Paintings 
dostrojed  l)y  the  BarLarians  and  Iconoclasts. — Revival  of  Fresco  in  the  Ninth  Century. — 
Fresco-raintors  since  (Juido  of  Siena. — Their  Principal  Works. — Successors  of  Raphael  and 
l^lichel-Angelo. — Sgraffito. — ]\lural  Paintings  in  France  from  the  Twelfth  Century. — Gothic 
Frescoes  of  Spain. — Mural  l\iintings  in  the  Low  Countries,  Germany,  and  Switzerland. 

0()  frequently  in  conversational  lan^^uage,  and 

even  in  the  writings  of  grave  authors/'  says 
M.  Ernest  Breton,  "  the  word  fresco  is  made 
synonymous  with  mural  painting  in  general. 
This  confusion  of  terms  has  sometimes  caused 

the  most  fatal  errors.  The  etymology  of  the 

word  is  the  best  definition  of  the  subject. 

The  Italians  give  the  name  of  paintings  in 

fresco  or  a  fresco,  that  is  to  say,  dfrais,  or  sur 

h  frais,  to  those  works  executed  upon  fresh 

and  still  damp  stucco,  into  which  the  colour 

penetrates  to  a  certain  depth.  The  ancient 

French  authors,  preserving  the  difference 

existing  between  the  Italian  fresco  and  the 

French  fraisy  wrote  the  word  fraisque.  At  the  present  day  Italian  ortho- 

graphy has  prevailed." 
TVhatever  may  be  the  common  accej)tation  of  the  word,  we  must  here,  in 

order  to  keep  within  the  Hmits  of  our  subject,  only  take  into  consideration 

real  frescoes,  or  in  other  words,  works  of  art  executed  upon  a  bare  fresh  layer 

of  stucco,  properly  prepared  for  the  purpose.  "We  will  mention  as  a  striking 
example  of  this  the  famous  ''  Last  Supper  "  of  Leonardo  da  Yinci,  which  is 

often  called  a  fresco,  but  is  nothing  in  reality  but  a  painting  in  distemper*  on 
a  dry  partition. 

Fresco  has  often  been  thought  the  most  ancient  style  of  painting.  Yasari, 

who  wrote  in  the  middle  of  the  sixteenth  century,  says  in  apt  terms  that 

*  This  is  a  mistake.      It  is  painted  in  oil,  in  one  of  those  complicated  processes  over  whith 
Leonardo  spent,  if  he  did  not  waste,  so  much  of  his  time. — A. 

O 



1 94  FRESCO-PAINTING. 

"  the  ancients  generally  practised  painting  in  fresco^  and  the  first  painters  of 

the  modern  schools  have  only  followed  the  antique  methods ; "  and,  in  our 

own  dav,  Millin,  in  his  "  Dictionnaire  des  Beaux- Arts,"  asserts  that  the  great 

paintings  in  the  ̂' Poccile"  of  Athens  and  the  "Lesche"  of  Delphi,  by 
Panaonus  and  Polygnotus,  spoken  of  by  Pausanias,  were  executed  by  this 

process ;  the  same  author  also  ranks  among  frescoes  the  numerous  paintings 

left  by  the  Egyptians  in  their  temples  and  catacombs.  "  It  was,"  he 

remarks,  "  what  the  Pomans  called  in  iido  pariete  pingere  (to  paint  on  a  damp 

wall)  ;  they  say  in  c  refit  la  pingere  (to  paint  on  chalk)  to  designate  water- 

colour  painting  on  a  dry  ground." 
Some  persons  have  considered  the  paintings  found  at  Herculaneum  and 

Pompeii  to  be  frescoes ;  nevertheless  Winckelmann,  who  is  an  authority  in 

these  matters,  said,  a  hundred  years  ago,  in  speaking  of  those  works,  "  It  is 
to  be  remarked  that  the  greater  part  of  these  pictures  were  not  painted  on 

damp  lime,  but  upon  a  dry  ground,  which  is  rendered  very  evident  by  several 

of  the  figures  having  scaled  off  in  such  a  way  as  to  show  distinctly  the  ground 

upon  Avhich  they  rest." 

The  whole  mistake  has  arisen  from  taking  the  expression  ̂ 'in  udo parietej^ 
found  in  Pliny,  in  too  literal  a  sense ;  the  error,  which  might  at  all  events 

have  been  dissipated  by  an  attentive  examination  of  the  examples  themselves, 

would  not  have  lasted  long  if  the  j)^ssage  from  Pliny  had  been  compared 

with  the  statement  of  Yitruvius,  in  which  we  are  told  that  uniform  tints  of 

black,  blue,  yellow,  or  red  were  laid  upon  still  damp  walls  in  order  to  form 

the  grounds  of  paintings.  The  employment  of  this  process  may  be  easily 

recognised  in  the  paintings  of  Pompeii,  where  this  under-colour  has  some- 

times penetrated  nearly  an  inch  into  the  stucco  of  the  wall.  On  this  ground, 

when  perfectl}^  dry,  ornamental  designs  were  painted  either  in  distemper  or 
encaustic. 

The  process  of  painting  in  fresco  was  then  unknown  to  the  ancients ;  it 

was  a  later  invention,  to  which  it  would  be  difficult  to  assign  any  precise 

date ;  for  however  far  we  go  back,  we  do  not  find  any  authority  for  the  epoch 

at  Avhich  the  new  method  was  for  the  first  time  followed.  We  must,  there- 

fore, be  content  to  notice  the  age  of  some  particular  example  without  being 

able  to  determine  the  exact  date  at  which  the  process  as  a  whole  commenced. 

Greek  painting,  which  attained  its  greatest  height  in  the  reign  of 

Alexander,  fell,  says  M.  Breton,  "  with  the  national  power.  In  losing  its 

liberty,  the  country  of  the  Fine  Arts  lost,  too,  its  perception  of  the  beautiful." 
At  Pome,  painting  never  reached  the  same  degree  of  perfection  as  it  did  in 

Greece  ;  for  a  long  time  it  was  only  practised  by  men  of  the  lowest  rank  and 

by  slaves.  A  few  patricians,  such  as  Amulius,  Fabius  Pictor  (painter),  and 

Cornelius  Pinus,  were,  at  the  best,  able  to  bring  about  some  slight  revival. 
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After  tlio  twelve  Ciusars,  painting  followed  tlir  movement  of  deeadenee  whieh 

carried  all  tlie  arts  witli  it  ;  like  tlicm,  it  rccciNcd  its  death-blow  in  the 

fourth  century,  011  tlie  day  ̂^  hin  Constantine,  (|uittin<i^  liome  in  order  to 

establish  the  scat  of  emi)ire  at  ]Jyzantium,  took  with  him  into  his  new  capital 

not  only  the  best  artists,  but  also  a  prodij^ious  numlxr  of  their  productions, 

and  of  those  of  their  predecessors.  Several  other  causes  may  be  mentioned  as 

having  led  to  the  decline  of  art,  or  to  the  destruction  of  examiiles  which 

would  now  bear  witness  to  its  power  in  remote  ages.  In  the  tirst  place,  there 

was  the  birth  of  Christian  Art,  which  rose  on  the  ruins  of  Paganism;  then, 

the  invasion  of  barbarians  which  took  place  in  the  fifth  century;  lastly,  in  the 

eighth  and  ninth  centuries,  the  fury  of  the  Iconoclasts,  or  Image-breakers,  a 

sect  at  the  head  of  which  figured  several  emperors  of  the  East,  from  Leo  the 

Isaurian,  who  reigned  in  717,  down  to  ̂ lichael  the  Stammerer  and  Theophilus, 

who  respectively  ascended  the  imperial  throne  in  820  and  829. 

Even  among  the  ignorant  masses,  to  whom  we  owe  the  loss  of  so  many 

chrfs-d^oeuvrc,  a  few^  honourable  exceptions  were  to  be  found,  who  not  only 
opposed  the  devastations,  but  manifested  a  strong  conservative  instinct. 

Cassiodorus  tells  us  that  Theodoric,  King  of  the  Goths,  re-established  the 

office  of  ceufurio  nitentium  rcrum  (guardian  of  beautiful  objects),  instituted  by 

the  Emperor  Constantius  ;  and  we  know  that  the  Lombard  kings  who  suc- 

ceeded this  i^rince  and  reigned  in  Italy  for  218  years,  although  less  zealous 

in  the  culture  of  the  arts,  did  not  fail  to  honour  and  protect  them.  I*aul  the 

Deacon  tells  us  that,  in  the  sixth  century,  queen  Theudelinda,  wife  of 

Autharis  and  afterwards  of  Agilulphus,  caused  the  valorous  deeds  of  the  first 

Lombard  kings  to  be  painted  on  the  hasHica  that  she  had  consecrated 

Monza  under  the  name  of  St.  John.  Other  paintings  of  the  same  epoch  may 

still  be  seen  at  Pavia.  The  Church  of  St.  Xazaire  at  Yerona  possesses  in  its 

crypt  paintings  spoken  of  by  Maffei,  which  have  been  engraved  by  Ciampini 

and  Frisi :  these  must  date  back  to  the  sixth  and  seventh  centuries.  Lastly, 

there  have  been  recently  found  in  the  subterranean  chapel  of  the  hmilica  of 

San  Clemente,  in  Rome,  some  admirable  mural  paintings,  which  archa)ologists 

refer  to  the  same  epoch. 

The  Eastern  artists,  driven  away  by  the  persecutions  of  the  Iconoclasts, 

sought  an  asylum  in  Italy,  where  the  Latin  Church,  obedient  to  the  prescrip- 

tions of  the  Council  of  ZS^ice,  seemed  determined  to  multiply  sacred  images  as 
much  as  possible.  The  arrival  of  the  Grecian  artists  in  the  AVest  was  also 

singularly  promoted  by  the  commercial  relations  which  from  that  time  were 

established  between  maritime  or  mercantile  towns  of  Italy — Pisa,  Genoa,  and 

Venice — and  distant  ports  on  the  Mediterranean.  Thus  was  brought  about 

the  movement  which,  although  taking  place  on  Italian  soil,  drew  from  an 

entirely  Eastern  source  the  inspiration  of  the  revival  of  the  Fine  Arts ;  thus o  2 
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was  continued  the  so-called  Byzantine  school,  destined  to  be  the  mother  of 
all  modern  art. 

In  817  some  Greek  artists,  by  order  of  Pope  Pascal  I.,  executed  under  the 

portico  of  the  Church  of  St.  Cecilia  in  Pome  a  series  of  frescoes,  the  subjects 
of  which  were  taken  from  the  life  of  the  saint.  To  the  same  school  we  are 

indebted  for  the  sitting  figures  of  Christ  and  His  mother  (Fig.  190),  in  the 

old  Church  of  Santa-Maria  Transteveria,  in  Pome ;  the  large  Madonna 

painted  on  the  walls  of  Santa-Maria  della  Scala,  Milan,  which,  at  the  time 

when  this  church  was  destroyed  and  replaced  by  the  theatre  of  La  Scala,  was 

Fig.  190. — Christ  and  His  Mother.    Fresco-Painting  of  the  Ninth  Century,  in  the  Apse  of  Santa-Maria 
Transteveria,  Rome. 

taken  away  and  carried  to  the  Church  of  Santa-Fidelia,  where  it  still  remains; 

a  series  of  portraits  of  the  Popes  after  St.  Leo,  a  collection  of  which  a  large 

portion  perished  in  the  fire  of  St.  Paul- extra- Muros,  Pome  (Fig.  191) ;  and 

lastly,  the  paintings  in  the  vaults  of  the  Cathedral  of  Aquila. 

"  The  works  of  these  earliest  painters,'*  observes  M.  Breton,  "  seem  to 
mark  the  transition  from  painting  to  sculpture  :  they  are  long  figures  as 

stiff  as  columns,  single  or  arranged  sjTnmetrically,  forming  neither  groups 

nor  compositions,  without  perspective  or  effects  of  light  and  shade,  and 

having  nothing  to  express  their  meaning  than  a  sort  of  legend  proceeding 
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out  of  the  mouths  of  tlie  characters.  These  frescoes,  whicli  are  so  weak 

when  looked  al  in  an  artistic  point  of  view,  are  remarkable  for  tlitir  technical 

execution,  beiii<>'  extremely  solid  in  tlicir  workmanship,  it  is  astonishin*^ 
to  see  the  wonderful  preservation  of  some  pictures  of  saints  that  adorn 

the  pilasters  of  St.  Nicholas  in  Treviso  and  the  walls  of  the  church  in  Fiesole 

whereon  are  preserved  the  frescoes  of  Fra  An<^elico." 
Among  the  paintings  remaining  to  our  tiuie,  the  first  in  which  the 

authors  disparted  from  the  uniform  style  of  the  Byzantine  masters  arc  those 

which  adorn  the  interior  of  the  ancient  temple  of  Bacchus,  now  the  Church 

Fig,  191.— Portrait  of  the  Pope  Sylvester  I,    Fresco-Painting  in  Mosaic,  on  a  gold  ground,  in  the  Basilica 
of  St.  Paul-cxtra-Muros,  Rome. 

of  St.  Urban  in  the  Campagna  of  Rome :  there  is  nothing  Grecian  either 

in  the  figures  or  draperies,  and  it  is  impossible  not  to  recognise  in  them 

an  Italian  pencil;  the  date,  however,  is  1011.  Pesaro,  Aquila,  Ordeto, 

and  Fiesole,  possess  examples  of  the  same  epoch. 

At  last,  in  the  thirteenth  century,  notwithstanding  its  fierce  intestine 

struggles,  Italy,  and  especially  Tuscany,  witnessed  the  dawn  of  the  sim  of 

the  Fine  Arts,  which,  after  a  long  period  of  darkness,  was  to  shine  ̂ -ith  so 

much  brilliancy  over  the  whole  world.  Pisa  and  Siena,  earliest  in  the 

revival,  gave  birth  respectively  to  Giunta  and  Guido  (Palmerucci),  each 

of  whom  in  his  time  acquired  great  renown  ;  but  the  only  works  of  these 



198 FRESCO-PAINTING. 

artists  which  remain  now,  in  the  Cathedral  of  Assisi,  seem  but  to  indicate 

a  desire  of  progress  without  manifesting  any  real  advancement  in  art. 

To  Guido  of  Siena  succeeds,  but  not  immediately,  the  friend  of  Petrarch, 

Fig-.  192. — The  Apostles  in  the  Garden  of  Gethsemane.     Fresco  by  Berna,  at  San^Gemignano. 
(Fourteenth  Century.) 

Simone  Memmi,  whose  frescoes  in  the  Campo  Santo  of  Pisa  testify  to  his 

powerful  genius,  and  denote  the  first  remarkable  stage  of  art. 

In  the  collegiate  church  of  San-Gemignano  may  be  still  seen  a  fresco  by 

Berna  (Fig.  192),  an  eminent  master  in  the  school  of  Siena,  who  died  in  1370. 
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Passiiio-,      Imt      iH.f     without     niciitinii,     .Mai-aiitmic     iiud     llf.ii.-iNCMtiira 

5tiliii(»lii(>il,   who  were  only    ihr   timid    h!irl)iii«>;('r.s  of  a   ;r,vat   iii.li\  i(hi:th't  v, 

Fig.  I93-— Group  of  Saints,  taken  from  the  large  Fresco  of  "  The  Passion"  in  the  Convent  of  St.  Mark. 
Painted  by  Fra  Angelico  of  Fiesole. 

the  Florentine  school  places  in  the  first  rank  of  its  celebrities  Cimabue 

(1240 — 1300),  justly  regarded  by  the  artistic  world  as  the  true  restorer  of 
painting.     Cimabue  pointed  out   the   path ;   Giotto,  his  pupil,  trod  it.     lie 
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took  nature  for  liis  guide,  and  liad  been  surnamed  ''  nature's  pupil."  Real 
imitation  was  the  object  of  his  endeavour,  and  as  he  found  this  system 

marvellously  applied  in  the  beautiful  antique  marbles  which  had  already 

inspired,  in  the  preceding  century,  the  sculptors  Giovanni  and  Mccolo  of 

Pisa,  he  made  an  earnest  study  of  these  ancient  chefs-cVoeuvre.  For  two 

centuries  more  there  was  a  slow  but  sure  progression,  and  then  the  full 

flood,  the  great  period,  came  to  drive  fresco-painting  to  the  highest  point 

it  has  ever  reached.  This  is  not  the  place  even  for  an  epitome  of  Italian 

art  in  the  fifteenth,  sixteenth,  and  seventeenth  centuries,  and  we  must  refer 

our  readers  to  the  many  great  works  in  which  it  is  treated  for  a  full  account 

of  the  final  bloom  of  the  beautiful  art  of  mural  painting,  and  for  its  fall  with 

the  schools  of  Xaj)les  and  Bologna. 

Fig.  194.— First  Picture  of  the  Loggia  of  Raphael— "  God  creating  the  Heaven  and  the  Earth." 

But  we  must  not  quit  the  subject  Tvithout  mentioning  the  decorative  and 

less  dignified  art  of  sgraffito — literally,  a  scratch. 

This  style  of  decoration  was  generall}^  used  for  the  exterior  of  buildings, 

and  was  produced  by  covering  the  wall  first  mth  black  stucco,  then  with  a 

second  layer  of  white,  and  afterwards  by  removing  with  an  iron  instrument 

the  second  layer,  so  as  to  lay  bare,  in  places,  the  black  ground.  The  most 

important  work  executed  in  this  style  is  the  ornamentation  of  the  monastic 

house  of  the  knights  of  St.  Stephen,  at  Pisa  ;  it  is  by  Yasari,  to  whom  the 

invention  of  sgraffito,  which  was  used  long  before  his  time,  has  sometimes 

been  wrongfully  ascribed. 

Hitherto   we   have    chiefly   confined  our   remarks    to    Italy   and   Italian 
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artists,  and  yot  we  have  nearly  suinnud  iij)  the  liisturv  of  fresco.  If  we 
would  look  to  France  for  any  remarkable  works  of  this  kind,  we  nnist  refer 
to  the  ei^oclis   in   \\\\\v\x    Italy  sent  Sinione   Meninii  to  decorate  tlie  palace 

Fig.  195. — "  Fraternity  of  the  Cross-bowmen." 
(Fresco- Painting  of  the  Fifteenth  Centurj-,  in  the  ancient  Chapel  of  St.  John  and  St.  Paul,  Ghent.) 

of  the  popes  at  Avignon,  and  Eosso  and  Primaticcio  to  adorn  that  of  the 

kings  at  Fontaincbleau.  Prior  to  this,  we  meet  at  most  with  a  few  primitive 

subjects,  painted  here  and  there,  in  distemper,  by  unknown  artists,  on  the 
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walls  of  churclies  or  monasteries.  Among  these  conventional  examples  it 

is,  however,  only  just  to  distinguish  some  pictures  of  powerful  effect,  at  least 

in  idea ;  we  would  speak  of  the  "  Dance  of  Death,"  or  ''  Dance  of  the  Dead," 

like  that  which  existed  at  Paris  in  the  Cemeter}"  of  the  Innocents,  and 

another  still  to  be  seen  in  the  Abbey  of  Chaise-Dieu,  in  Auvergne — legends 

rather  than  pictures,  and  philosophical  comj)ositions  rather  than  mani- 

festations of  art.  Spain,  too,  has  no  reason  to  be  proud  of  her  national 

productions ;  for,  with  the  exception  of  the  Gothic  frescoes  still  existing 

in   the   Cathedral  of   Toledo,   representing  the  combats  between  the  Moors 

Fig.  196. — "  Death  and  the  Jew." 
An  episode  from  the  "  Dance  of  Death."     Painted  in  1441,  in  the  Cemetery  of  the  Dominicans,  Basle. 

(Facsimile  from  the  Engraving  of  M.  Merian.) 

and  the  Toledans  (pictures  specially  worthy  of  the  attention  of  archaeologists), 

the  only  frescoes  of  Sj)anish  origin  we  can  mention  are  the  paintings  of  a  few 

ceilings  in  the  Escurial  and  in  a  chapter-room  in  the  Cathedral  of  Toledo ; 
all  the  other  frescoes  must  be  attributed  to  Italian  artists. 

Whenever  the  northern  artists,  usually  so  cold  and  methodical  in  their 

mode  of  0]Deration,  devoted  themselves  to  mural  painting,  it  seems  to  have 

been  necessary  that  they  should  enliven  their  temperament  in  the  sunny 

rays  of  a  southern  sky ;  for  while  in  Holland  and  Belgium  we  notice  but 
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few  Willis  coNcrcd  with  drcoialivc  pniiil  lii;i;,  \\v  liiul  a  Ijirpfo  niiniljrr  nt" 

Italian  ('hurclios  and  palace's  which  contain  I'rcscocs  bearinjj^  the  Kignaturc 
of  Floniisli  masters. 

There  was  considerable  excitement  manifested  a  few  years  ago  at  the 

discovery  of  the  mural  paintin<>s  in  the  iinciciit  Cliapel  of  St.  John  and 

St.  Paul,  in  Ghent  (Fig.  105).  These  works  are  of  the  fifteenth  century, 

and  although  satisfactory  enough  as  regards  design,  tliey  derive  more 

importance  from  the  subjects  they  represent  than  from  any  merit  in  tlwii- 
execution. 

In  speaking  of  Germany,  we  should  not  omit  to  mention  the  ancient 

*' Dance  of  Death"  (Fig.  19G),  at  Basle,  in  the  cemetery  of  the  Dominicans, 

painted  in  the  middle  of  the  fifteenth  century ;  also  another  "  Dance  of 

Death  "  much  more  famous,  and  the  facades  of  several  houses,  painted  at 

Basle  by  Holbein.  "We  must  also  indicate  the  paintings  with  which  (in 
1466)  Israel  von  Meckenen  covered  the  walls  of  a  chapel  of  St.  ̂ lary  of 

the  Capitol,  at  Cologne ;  and  the  frescoe3  of  St.  Etienne  and  St.  Augustine, 

at  Vienna.  But  it  does  not  follow,  from  this  limited  enumeration  of  works, 

that  Germany  either  created  or  followed  any  special  school. 

Q 
Fig.  197. — Fra  Angelico,  of  Fiesole. 
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The  Eise  of  Christian  Painting. — The  Byzantine  School. — First  Revival  in  Italy. — Cimabue, 
Giotto,  Fra  Angelico. — Florentine  School :  Leonardo  da  Vinci,  Michel- Angelo. — Roman 
School :  Penigino,  Raphael. — Venetian  School :  Titian,  Tintoretto,  Veronese. — Lombard 
School :  Corregio,  Parmigianino. — Spanish  School. — German  and  Flemish  Schools  :  Stephen 
of  Cologne,  The  Van  Eycks,  Lucas  van  Leyden,  Albert  Durer,  Lucas  Cranach,  Holbein. — 
Painting  in  France  during  the  Middle  Ages. — Italian  Masters  in  France. — Jean  Cousin. 

FTER  its  first  weak  mamfestatlons  in  tlie 

dark  shadows  of  tlie  Catacomb — tke  place 

of  refuge  to  which  the  earliest  believers 

had  to  resort  to  celebrate  their  holy  mys- 

teries— Christian  painting  made  its  first 

attempt  to  display  itself  in  open  day  at 
the  time  when  the  new  faith  found  in 

Constantine  the  protection  of  a  crowned 

disciple.  But  this  art  felt  an  instinctive 

repugnance  to  draw  its  inspirations  from 
works  which  had  been  created  under  the 

empire  of  decayed  and  contemned  creeds.  In  the  completely  spiritual 

worship  of  the  true  God,  it  seemed  but  natural  to  seek  for  other  t}^es  than 

those  which  had  been  consecrated  by  the  fancies  of  materialistic  mythologies. 

The  school  of  idea,  which  was  substituted  for  the  school  of  form,  desired 

to  owe  nothing  to  its  frivolous  predecessor.  It  would  have  considered  it  a 

reproach  to  give  even  the  semblance  of  permanence  to  reprobated  tradi- 

tions, and  it  set  itself  to  work  to  create  an  art  completely  new  in  all  its 

features.  The  rule  it  laid  down,  therefore,  was  to  regard  as  non-existent 

the  cJiefi-cV ceuvre  which  recalled  to  mind  the  days  of  moral  error ;  rejecting 
the  inspiration  to  be  derived  from  the  magnificent  relics  of  the  past,  it 

resolved  to  commence  an  era  of  its  own,  and  to  exist  on  its  own  ideas. 

Hence  that  principle  of  energetic  simj)licity  which,  although  it  may  have 

hindered  art  from  elevating  itself  to  the  perfection  we  call  classical,  had  at 

least  this  advantage,  that  it  sought  by  gradual  development  to  imprint  on 

Christian  art  a  stamp  of  individuality  from  which  it  was  to  derive  both  its 

power  and  its  glory. 
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Thus,  by  the  enthusiasm  of  faith,  was  called  into  existence  that  really 

primitive  School  of  Painting  which  has  received  the  name  of  Byzantine; 

because  at  the  very  time  when  it  obtained  the  liberty  of  displaying  itself, 

Constantine,  transferring  the  seat  of  empire  to  Byzantium,  necessarily  took 

witli  him  the  body  of  artists  of  whom  he  was  the  protector ;  because,  too, 

as  we  have  before  observed,  Byzantium  henceforth  became  for  many  centu- 

ries the  sole  focus  whence  light  radiated  towards  the  West,  which  was  now 

plunged  in  barbarism.  We  nmst,  therefore,  go  back  to  the  Byzantine  school, 

if  we  wish  to  trace  to  tlioir  origin  all  the  forms  of  luiropean  painting. 

"Allegory,"   says  M.   Michiels,    "was   the   first  language  of   Christian 
painting  ;  not  only  did  it  express  t}^:)ically  the  l^vangelical  teachings,  but 

the  Divine  personages  themselves  were  metamorphosed  into  s}Tnbols.     Some- 

times, for  instance,  Christ  appeared  in  the  forai  of  a  young  shepherd,  bear- 

ing on   his  shoulders  and  carrying  back  to   the   fold  a  wandering  sheep ; 

sometimes  He  was  represented  as  the  Orpheus  of  the  new  faith,  charming 

and  taming  ferocious  animals  by  the  sound  of  His  lute.  .  .  .   lie  also  was 

made  to  assume  the  form  of  the  lamb  without  spot,  or  of  a  phoenix  spreading 

its  wings,  the  conqueror  of  death  and  the  sj^irits  of  darkness.     Thus  was 

the  transition  softened  down ;  thus  did  they  escape  the  raillery  of  Pagans 

who  would  have  turned  into  ridicule  the  heroic  sufferings  and  the  glorious 

humiliations  of  the  Son  of  man.     But  this  timidity  could  not  long  continue. 

.  .  .  The  council  held  at  Constantinople  in  692  commanded  that  allegory 

shoidd  be  repudiated,  and  that  the  objects  of  their  veneration  should  be 

displayed   to  the  faithful   without   the  veil   hitherto   employed.     Xow   was 

exhibited  to  ̂ -iew  a  spectacle  new  indeed  to  men :  a  Deity  crowned  with 
thorns,  enduring  the  outrages  of  a  vile  populace,  or  stretched  upon  a  cross 

and  pierced  with  a  lance,  turning  Ilis  sad  glance  to  heaven  and  wrestling 

'svith  His  agony.     The  Greeks  and   Latins  were  but  slow  in  adopting  this 
mode  of  representation,  and  did  so  with  regret.  .  .  .  But  the  perception  of 

moral  dignity  was  destined  to  eclipse  the  vain  pomp  of  Pagan  grandeur. 

The    generous   sufferings   of   sacrifice   were   to   become  the  greatest  of   all 

glories." 
"  Christian  painting,  when  once  established  as  an  art  on  the  banks  of  the 

Bosphorus,  assumed  a  certain  immobility  of  character.  Forms,  attitudes, 

groups,  and  vestments — all  were  regulated  by  ecclesiastical  prescription. 

There  was,  as  it  were,  an  inflexible  text-book,  to  which  artists  were  boimd 

to  submit.  DeKcacy^iif  colouring  and  nobility  of  attitude  were  the  only 

thino:s  to  recall  the  beautv  of  ancient  art.  Even  in  our  davs  the  Greek 

and  Pussian  painters  follow  a  similar  plan,  drawing  and  arranging  their 

figures  in  the  same  manner  as  their  ancestors  of  the  time  of  Honorius  and 

the  Palaeologi." 
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Even  in  tlie  West  the  case  was  nearly  the  same,  so  long  as  the  practice 

of  painting  remained  almost  exclusively  confined  to  artists  coming  from 

Constantinople.  Thus,  in  some  celebrated  manuscripts  of  the  eighth  and 

ninth  centuries  we  find  compositions  that  give  a  very  exact  representa- 

tion of  the  state  of  the  art  in  these  remote  times,  though  the  paintings 

themselves  have  been  destroyed  by  the  Iconoclasts.  In  fact,  during  ten 

centuries  it  seemed  that  the  Western  races  resisted  any  expression  of 

artistic  individuality  or  invention.  Throughout  this  long  period  we  find 

Greek  painters  the  supreme  arbiters  of  taste  and  knowledge  in  the  countries 

of  Western  Europe,  forcing  upon  them  their  own  barren  style,  and  teaching 

them  their  contracted  perceptions.  Art  among  them  seemed  always  to  be 

but  a  mere  instinct.  Constant  immigrations  took  place  which  were  con- 

tinually leading  them  to  every  point  in  Western  Europe,  but  none  of  them 

ever  brought  anything  novel  in  art  beyond  what  their  predecessors  had 

already  introduced.  If  they  took  root  in  a  new  country,  the  son  repeated 

the  works  of  his  father.  The  pupil  took  no  means  to  enlarge  his  thoughts ; 

he  adopted  as  his  model  and  his  ideal  nothing  but  the  work  of  his  master, 

and  the  poor  form  of  tradition  was  continued  without  enthusiasm  and  without 

progress  (Fig.  198).  Genius  is  altogether  wanting,  or  if  its  sacred  spark 

sprung  forth  from  heaven,  it  was  soon  extinguished  when  it  reached  the 

earth  for  want  of  a  soul  which  could  receive  it,  and  be  kindled  by  its  fire. 

The  Greek  masters  doubtless  affected  some  pride  in  the  grandeur  of  their 

native  name,  but  they  were  none  the  less  living  proofs  that  the  sources 

from  which  flowed  the  inspiration  of  a  Zeuxis,  a  Protogenes,  or  an  Apelles, 

had  since  those  far-distant  days  been  long  dried  up.  The  East  had  for  ever 
terminated  its  ancient  character  of  artistic  creation,  and  the  most  it  seemed 

destined  to  achieve  during  the  Middle  Ages  was  to  preserve  the  germ  which 

the  West  was  to  bring  again  into  active  life. 

Italy,  and  more  particularly  Tuscany,  may  lay  claim  to  the  honour  of 

ha^dng  witnessed,  about  the  end  of  the  thirteenth  and  the  beginning  of  the 

fourteenth  century,  the  dawn  of  the  great  revival  of  artistic  light.  The 

names  of  Giunta  of  Pisa,  Guido  of  Siena,  and  Duccio,  had,  however,  already 

commenced  the  glorious  list  of  Italian  artists,  who  were  the  first  to  endeavour 

to  modify  the  immutable  Greek  manner.  Their  attempts,  no  doubt,  seem 

but  insignificant,  looking  at  the  immense  progress  subsequently  accom- 

plished ;  but,  however  slight  it  may  appear  to  be,  the  first  step  made  beyond 
the  beaten  path  which  has  been  trodden  for  centuries  is  often  evidence  of 

the  most  courag-eous  darinsr. 

The  year  1240  witnessed  the  birth  of  Cimabue.  As  a  young  man,  he 

became  enamoured  of  art  by  watching  the  labours  of  the  Greek  painters  who 

had  been  summoned  to  Florence  to  decorate  the  chapel  of  the  Gondi.     It  was 
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])uri)()st'(l  to  make  liiiii  a  snranf  and  a  lawyer;  but  he  succeeded  in  abandoninjj 
tlic  pen  in  favour  of  the  pencil,  and,  lioni  the  lessons  of  the  timid  Byzantines, 

r;. 

King  Clovis." (Fragment  of  a  Painting  on  Canvas  at  Kheiras.     Fifteenth  Century.) 

he  soon  became  a  master  whose  every  thoug-ht  was  henceforth  devoted  to  the 

emancipation  of  an  art  that  he  found  condemned  to  a  kind  of  immobility. 

Thanks   to  him,   the  expression  of  faces,   which  up  to  that  time  had  been 
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entirely  conventional  in  character,  was  animated  by  a  truer  sentiment ;  lines 

wliicli  had  been  hard  and  stiff  were  broken  up  into  well-ordered  grace  ; 
colour,  hitherto  dull  and  gloomy,  assumed  soft  brilliancy  and  harmonious 

relief.  It  is  said  that  Cimabue's  chef -d^ centre,  the  "Madonna''  which  is 
still  to  be  seen  in  the  Church  of  Santa-Maria  I^ovella,  was  carried  in 

procession  by  the  crowd  to  the  place  which  it  now  occupies  ;  the  painter  was 

received  with  shouts,  and,  it  is  added,  the  joy  of  the  people  at  the  sight 

of  the  picture  was  so  great  that  the  j^art  of  the  city  wherein  Cimabue's  studio 
was  situated  received,  after  this  event,  the  name  of  Borgo  Allegro  (the  Joyous 

Town).  One  day  when  Cimabue  was  in  the  country,  he  noticed  a  young 

shepherd-boy  who  was  amusing  himself  by  sketching  on  a  rock  the  sheep 

he  tended.  The  painter  took  charge  of  the  boy  ;  he  became  his  favourite 

pupil,  and  was  the  celebrated  Giotto,  who  happily  persevered  in  the  reform 

commenced  by  Cimabue.  Giotto,  the  first  among  the  artists  of  his  time, 

ventured  to  j)aint  portraits,  and  succeeded  well  in  them.  To  him  we  owe  our 

acquaintance  with  the  real  features  of  his  friend  Dante ;  and  we  still  admire, 

at  least  as  manifestations  of  an  adventurous  genius,  the  paintings  he  left 

at  Padua,  in  the  Church  of  Santa  Clara  at  Naples,  in  the  Cathedral  of  Assisi, 

and  especially  in  the  Campo  Santo  at  Pisa,  where  he  painted  in  fresco  the 

histoiy  of  Job. 

Giotto  died  in  1336,  but  he  left  behind  him  to  continue  his  work,  Taddeo 

Gaddi,  Giottino,  Stefano,  Andrea  Orcagna,  and  Simone  Memmi,  who  were 

each  destined  to  open  out  some  new  path  in  art.  In  the  Campo  Santo 

at  Pisa  we  may  see  how  great  was  the  power  of  the  genius  of  these  masters, 

especially  of  Andrea  Orcagna  (1329 — 1389),  who  has  there  represented, 

with  an  equal  measure  of  beauty  and  of  sombre  and  terrible  energy,  the 

"  Dream  of  Life,"  facing  the  "  Triumph  of  Death."  Taddeo  Gaddi  remained 
a  fervent  disciple  of  his  master,  and  continued  his  delicate  accuracy  of 

design  and  the  li^dng  freshness  of  his  colouring.  Stefano  succeeded  him  in 

the  boldness  of  his  compositions,  in  his  studious  knowledge  of  the  nude,  and 

of  perspective  effect,  which  had  been  hitherto  neglected.  Giottino  inherited 

his  serious  inspirations.  Memmi  endeavoured  to  recall  his  mystical  and 

graceful  sentiment.  Orcagna,  who  was  at  once  painter,  sculptor,  architect, 

and  poet,  seemed  to  possess  in  turn  all  the  qualities  which  his  fellow- disciples 

had  shared  among  them,  and  could  represent  with  equal  success  the  terrors  of 

the  infernal  regions  and  the  visions  of  heaven. 

The  progress  of  which  these  painters  had  constituted  themselves  the 

apostles  was  not  carried  out  without  exciting  some  oj)position.  In  addition 

to  the  Greek  masters,  who  naturally  felt  compelled  to  contend  with  the 

innovators,  certain  individuals  were  found  among  the  Italian  artists  who 

energetically  embraced  the  party  of  the  past.     We  will  only  mention  one. 
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Margaritonc  of  Arezzo,*  who  wore  out  his  lon<>  life  in  a  useless  devotion  to 

a  cause  which  was  already  h)st;  even  his  name  we  should  not  have  particu- 

larised, if  it  liad  not  hccn  that  the  art  owed  him  some  gratitude  for  the 

service  he  rendered  it,  hv  substituting  the  use  of  canvas  prepared  f(jr  painting 

instead  of  panels  of  wood,  which  had  hitlierto  been  exclusively  employe<l. 

The  Florentine  school  (for  thus  we  call  the  group  of  artists  who  trod  in 

the  footsteps  of  Cimabue  and  Giotto)  had  for  its  representative,  at  the 

beginning  of  the  fifteenth  century,  Giovanni  of  Fiesole,  surnamed  Fra 

AnfjcHcOj  the  personification  of  enthusiasm  in  artistic  sublimity,  whose 

works,  too,  resemble  so  many  hymns  of  adoration.  Born  in  the  year  1'5S7, 

and  inheriting  great  wealth,  he  was  endowed  with  a  contemplative  mind, 

and,  ignorant  of  the  talent  which  inspired  him,  he  sought  oblivion  from  the 

world  in  the  garb  of  a  Dominican,  little  suspecting  that  glory  awaited  him 

in  the  very  depth  of  his  humility.  At  first,  as  a  kind  of  pious  recreation, 

he  covered  with  miniatures  the  pages  of  several  manuscripts ;  next,  his  com- 

panions in  the  cloister  requested  him  to  paint  a  picture.  lie  obeyed,  feeling 

convinced  that  the  inspiration  which  stirred  within  him  was  a  manifestation 

of  the  Divine  Spirit,  and  it  was  with  the  most  artless  simplicity  that  he 

referred  to  this  celestial  origin  the  chef-cV oeuvre  which  proceeded  from  his 

hands.  His  reputation  spread  far  and  wide.  At  the  invitation  of  the  head 

of  the  Christian  Church,  he  repaired  to  Home  in  order  to  paint  one  of  the 

chapels  of  the  Vatican.  And  when  the  pontiff,  full  of  enthusiasm  at  his 

talent,  wished  to  confer  upon  him  as  a  reward  the  dignity  of  archbishop, 

Angelico  retired  modestly  to  his  cell  in  order  to  devote  himself  without  inter- 

ruption to  that  art  which  was  to  him  a  continual  prayer,  and  a  perpetual 

soaring  up  to  that  heavenly  country  on  which  he  unceasingly  meditated  with 

all  the  unutterable  feeKngs  of  the  elect. 

About  the  same  era  as  the  '^  seraphic  monk,"  who  died  full  of  years  in 
1455,  appeared  Tomaso  Guidi,  for  whom  indifference  to  the  rules  of  every- 

day life  obtained  the  nickname  of  3Iasaccio  (slovenly  Tom)  ;  he  astonished 

the  world,  however,  by  his  works  to  such  an  extent  that  it  was  said  concern- 

ing them,  ''  those  of  his  predecessors  were  painted^  his  were  Uving.^^  Masaccio 
was  one  of  the  first  (and  this  fact  shows  how  slowly  art  may  progress  even 

in  bold  hands)  to  place  figures  firml}'  on  the  soles  of  their  feet,  and  in  full 
front,  instead  of  making  them  stand  upon  tiptoe,  as  his  predecessors  had 

done,  from  a  want  of  skiU  in  foreshortening.     Masaccio  died  in  1443. 

Philippe  Lippi,  who  devoted  himself  more  specially  to  the  study  of 

nature,  both  in  the  human  physiognomy  and  also  in  the  accessory  details  of 

*  ̂ largaritone,  however,  was  twenty-four  years  younger  than  Cimabue  and  fifty  years  younger 
than  Giotto,  so  that  his  art  had  a  right  to  be  primitive.  His  most  important  work  is  in  the 
English  National  Gallery. — A. 

P 
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his  works,  marks  as  it  were  the  stage  in  which  art  approached  its  full  vigour. 

AYe  are  now  at  the  end  of  the  fifteenth  centur^^,  and  the  masters  of  the  great 
masters  are  in  existence.     It  was  Andrea  Yerrochio  who,  at  the  sight  of  an 

angel  which  Leonardo  da  Yinci,  his  pupil,  had  painted  in  one  of  his  works, 

for  ever  abandoned  his  pencil.     It  was  Domenico  Ghirlandajo  who,  jealous 

of   the   superior  qualities  which  he  recognised  in  his  pupil,   the  youthful 

Buonarotti,  not  only  endeavoured,  but  succeeded  in  diverting  his  talents,  at 

least  for  a  time,  to  sculj)ture.     It  was  Fra  Bartolommeo  (1469 — 1517)  who 
was  affected  with  such  profound  grief  at  the  death  of  his  friend  Savonarola, 

that  he  embraced  a  monastic  life.      Baccio  della  Porta  (such  was  the  name 

Bartolommeo  went  by)   was   a  very  great  painter   (Fig.    199)  ;   the   vigour 

and  harmony  of  colouring  which  he  showed,  especially  in  his  last  productions, 

has  sometimes  caused  them  to  be  attributed  to  Haphael,  with  whom  he  was 

for  some  time  united  in  friendship.     But  we  must  not  confine  ourselves  to 

characterising  the  works  of  one  single  group  of  artists ;    for,  although  the 

revival  took  its  rise  on  the  banks  of  the  Arno,  it  spread  far  and  wide  beyond 

those  limits.  Added  to  this,  Giotto,  when  visiting  Yerona,  Padua,  and  Home, 

left  in  each  place  the  still  resplendent  traces  of  his  presence.     When  Fra 

Angelico  went  to  adorn  the  Yatican,  his  genius  spread  around  it  a  fruitful 

irradiation  which  everywhere  dimmed  the  ancient  renown  of  the  Byzantine 

painters. 
At  Rome  we  find  flourishing  in  succession  Pietro  Cavallini,  whom  Giotto 

had  instructed  during  his  sojourn  in  the  Eternal  City ;  Gentile  da  Fabriano, 

'who  drew  his  inspiration  from  Fra  Angelico ;  and  Piero  della  Francesca,  who 
has  been  regarded  as  the  originator  of  perspective.  We  next  meet  with 

Pietro  Yannucci,  called  Perugino,  who  was  born  in  1446 ;  it  was  owing  to 

nothing  but  the  force  of  his  genius  and  his  character  that  he  became  one  of 

the  most  celebrated  masters  of  his  time.  At  the  close  of  his  career,  Perugino 

had  the  honour  of  initiating  into  the  practice  of  his  art  Raphael  Sanzio  of 

Urbino,  who  was  in  his  own  da}^,  as  he  still  is,  the  prince  of  23ainting. 

At  Yenice  a  body  of  pioneers,  still  more  numerous  and  compact,  prepared 

the  way  for  the  new  era,  destined  to  be  made  illustrious  by  Titian,  Tintoretto, 

and  Paul  Yeronese.  We  will  mention  also  Gentile  and  Giovanni  Bellini ; 

the  former  was  incessantly  absorbed  in  investigating  the  theories  of  an  art 

which  he  nevertheless  exercised  with  all  the  abandon  of  an  inspired  genius ; 

the  latter  constantly  devoted  himself  to  the  combination  of  power  and  grace ; 

and,  at  the  age  of  seventy-five  years,  seemed  to  regain  a  second  youth  in 

following  with  happy  boldness  the  example  of  his  pupil  Giorgione.  This 

painter,  who  was  born  in  1477,  and  died  in  1511,  introduced  all  kinds  of 

innovations  in  respect  to  design  and  colour,  and  was  the  master  of  Giovanni 

da  Udine,   Sebastiano  del  Piombo,   Jacopo  Palma,   and  Pordenone,  fellow- 



Fig.  199.—"  The  Patriarch  Job."    A  Painting  on  Panel,  bj-  Fra  Bartolommeo.     Fifteenth  Centuo'- 
(In  the  Gallerj-  at  Florence.) 
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pupils  and  sometimes  rivals  of  the  three  great  artists  whose  works  were  to 

mark  the  apogee  of  the  Venetian  school. 

At  Parma  a  local  school  was  represented  by  Antonio  Allegri,  called 

Correggio,  born  in  1494 ;  and  by  Francesco  Mazzuoli,  called  Parmigiano,  or 

Parmigianino,  born  in  1503. 

In  other  places,  too,  talents  of  a  vigorous  or  of  a  graceful  character  were 

developed,  but  we  can  only  cast  a  comprehensive  glance  on  this  memorable 

Fig.  200.— Portrait  of  Leonardo  da  Vinci,  from  a  Venetian  Engraving  of  the  Sixteenth  Century. 

artistic  epoch,   and  are  unable  to  offer  a  detailed  review  of  the  artists  and 
their  works. 

Four  principal  schools  compete  with  one  another — the  Florentine  school, 
the  characteristics  of  which  are  correct  and  noble  design,  good  colour  and 

grand  conception ;  the  Roman  school,  which  seeks  its  ideal  in  sober  sweep  of 

line,  in  dignity  of  composition,  in  propriety  of  expression,  and  in  beauty  of 

form ;  the  Venetian  school,  which  occasionally  neglected  correctness  of  draw- 

ing, and  devoted  itself  more  to  the  brilliancy  and  magical  effect  of  colour ; 
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lastly,  tlio  school  of  Panna,  wlilcli  is  distin^uishod  ospecially  hy  its  softness 

of  toucli  and  by  its  kiiowk'd^c  ol'  li^lit  and  shade.  Such  attempts  to  esti- 

mate the  diilerent  (jualities  ol'  tliese  \aiious  n^ruups  must  nut,  however,  be 
looked  upon  as  in  any  way  absolute. 

As  chiefs  of  the  first  school  we  have  two  men,  each  of  wliom  presents 

to  us  one  of  the  richest  and  w  i(k'st  organisations  human  nature  has  ever 

produced;  these  were  Leonardo  da  \'inci  and  Miehel-Angelo,  each  f)f  ̂ ^]lom 

Fig.  201. — The  Holy  Family.    School  of  Leonardo  da  Vinci,  from  the  Picture  in  the  Museum  at  St.  Petersburg. 

was  sculptor  as  well  as  painter,  architect,  musician  and  poet.  TVe  will  first 

speak  of  Leonardo  da  Yinci,  whose  style  presents  two  very  distinct  epochs  ; 

the  first  tending  to  vigour  in  the  shadows,  to  a  mistiness  in  reflected  lights,  to 

a  strong  individuality  of  effect  ;  a  combination  of  qiudities  which,  as  M. 

Michiels  says,  makes  Leonardo  the  "  most  northerly  of  the  Italian  painters  " 

(Fig.  201).  His  second  style,  "clear,  serene,  and  precise,"  transports  us  into 

a  "  completely  southern  sphere."     But  some  secret  influence  drew  the  artist 
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so  forcibly  towards  his  earlier  manner,  that  he  returned  to  it  at  an  advanced 

age  in  painting  the  famous  portrait  of  Mona  Lisa,  which  adorns  the  gallery 

of  the  Louvre,  ^"e  must  not  forget  the  fact  that  we  have  to  attribute  to 
Pope  Leo  X.  the  great  revival  of  the  arts,  and  especially  of  painting,  in  Italy 

at  the  commencement  of  the  sixteenth  century. 

''  In  Michel- Angelo,"  still  to  quote  the  words  of  M.  Michiels,  ''  science, 
power,  grandeur,  and  all  the  more  severe  qualities  are  combined.  ]?^o  vulgar 

artifice  and  no  affectation.  The  painter  was  imbued  with  a  majestic  ideal 

from  which  nothing  was  able  to  divert  him.  He  felt  as  if  he  had  within  him 

a  whole  population  of  heroes,  whom,  by  the  aid  of  painting  and  sculpture,  he 

endeavoured  to  withdraw  from  their  mental  concealment,  and  embody  in 

visible  forms.  His  personages  scarcely  seem  to  belong  to  our  race ;  they 

appear  to  be  creatures  worthy  of  some  more  spacious  world,  to  the  proportions 

of  which  their  physical  vigour  and  their  moral  energy  would  well  respond. 

The  very  women  do  not  possess  the  grace  of  their  sex  ;  we  might  fancy  them 

valiant  Amazons  well  capable  of  mastering  a  horse  or  of  crushing  an  enemy. 

This  great  man's  object  was  neither  to  charm  nor  to  please;  his  delight 
rather  was  to  astonish  and  to  strike  with  admiration  or  terror ;  but  it  is  this 

very  excess  of  power  which  enabled  him  to  win  the  approbation  of  all." 
!Xext  we  have  Raphael,  il  divino  Sanzio,  as  he  was  called  by  his  numerous 

admirers,  whose  genius  was  constantly  attaining  to  grandeur  by  means  of 

simplicity,  and  to  power  by  means  of  reserve.  Michel- Angelo  always  seems 

as  if  he  were  only  able  to  represent  a  limited  portion  of  his  gigantic  con- 

ceptions on  the  wall  he  covered  with  his  designs ;  but  it  was  sufficient  for 

Raphael  to  place  some  tranquil  figure  on  a  narrow  square  of  canvas,  and  we 

have  before  us  the  bright  image  of  a  most  perfect  and  delicious  inspiration. 

He  created  for  himself  a  heaven  which  he  peopled  with  the  purest  and  most 

venerated  types  of  the  human  race  ;  and  a  light,  as  from  on  high,  beams  with 

regal  splendour  on  these  graceful  visions.  In  Raphael,  even  more  than  in 

Leonardo  da  Yinci,  it  seemed  as  if  two  artists  of  equal  sublimity  succeeded 

one  another.  At  first  we  have  the  charming  dreamer  who,  in  the  fresh 

enthusiasm  of  his  early  youth,  creates  Madonnas,  artless  daughters  of  the 

earth,  in  whose  look  and  countenance  a  sacred  light  shines  in  all  its  ineffable 

purity ;  next  he  is  the  master  full  of  the  deepest  science,  for  whom  the  real 

beauties  of  creation  have  no  concealment;  who,  in  representing  nature, 

succeeded  in  transformino^  her  in  the  mao:nificent  ideal  of  which  his  o\\ti  soul 

appears  to  have  received  the  impression  from  association  with  the   divine 

regions. 

'*  The  principal  characteristic  with  Raphael,"  still  following  M.  Michiels, 

"is  the  universality  of  his  fame.  It  becomes  almost  painful  to  hear  the 
vulgar  crowd  constantly  repeating   a  magic  name,  the  true  signification  of 
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^vhicli  they  do  not  undorstaiid."  As  the  fipoiled  cliild  oi  I'ortuiU',  he  is  ahnost 
without  detractors ;  it  is  iinpossibh?  to  reckon  the  nunil)er  of  liis  achnirers. 

''  One  circumstance  in  liis  life  affords  us  an  emblem  of  his  destiny.  Having 

sent  to  Palermo  the  famous  canvas  of  the  '  Spasimo,'''^  a  tempest  overwhelmed 
the  ship  which  carried  it  ;  but  tlu;  waves  seemed  to  respect  the  chef-iVceuvrc, 

After  having  drifted  more  than  fifty  leagues  through  the  sea,  the  box  which 

enclosed  the  precious  production  floated  gently  on  shore  at  the  port  of  Genoa. 

The  picture  was  in  no  way  injured.  The  Sicilian  monks,  for  whom  it  was 

intended,  did  not  fail  to  claim  it ;  and  since  that  time,  thanks  to  the  mercy 

of  the  waves,  it  attracts  to  the  foot  of  Etna  numerous  pilgrims  to  the  shrine 

of  genius." 
At  Venice,  we  first  have  Titian,  the  painter  of  Charles  Y.  and  Francis  I. 

"  The  genius  of  Titian,"  says  Alexander  Lenoir,  '*is  always  great  and  noble. 
No  painter  has  ever  j^roduced  flesh-colours  so  beautiful  and  life-like.  In 

Titian  there  is  no  apparent  tone  ;  the  colouring  of  his  flesh  is  so  well  blended, 

that  it  seems  as  difficult  to  imitate  as  the  model  itself.  Add  to  his  pictures 

their  truth  and  expression  of  action,  and  the  elegance  and  richness  of  the 

drapery,  and  we  shall  have  some  idea  of  the  great  works  which  he  left  behind 

him."  
" 

Next  Jacopo  Eobusti  presents  himself,  who,  from  the  profession  of  his 

father  was  suruamcd  Tintoretto  (the  little  Dyer).  He  was  at  first  a  pupil  of 

Titian,  who,  it  is  said,  from  motives  of  jealousy,  dismissed  him  from  his 

studio ;  but  the  fervour  of  uninterrupted  labour  was  all  that  Tintoretto 

required  in  order  to  mature  the  most  productive  talent.  "  The  drawing  of 

Michel- Angelo,  and  the  colouring  of  Titian  " — such  was  the  ambitious  motto 

he  wrote  over  the  door  of  his  humble  atelier,  and  w^e  are  almost  justified  in 
stating  that  he  was  enabled,  by  force  of  study  and  labour,  to  fulfil  his 

aspirations,  if  we  look  only  at  some  of  his  pieces  executed  before  a  certain 

fever  of  exuberant  production  had  seized  upon  and  necessarily  weakened  his 

vigorous  talents.  To  form  some  estimate  of  the  extent  to  which  Tintoretto 

was  impelled  by  this  impulse  of  creation,  we  may  recollect  that  even  Paul 

Veronese  reproached  him  with  being  unable  to  restrain  himself — Veronese, 

the  most  indefatigable  of  producers  ! 

With  regard  to  the  latter,  his  works  are  characterised  not  only  by  the 

number  of  figures  in  them,  but  also  by  the  striking  brilliancy  of  the  mine  en 

scene.  Although  he  multiplies  his  actors,  they  are  grouped  in  perfect  order ; 

although  he  paints  a  multitude,  he  knows  how  to  avoid  a  crowd.  Notice  how 

a  feeling  of  life  profusely  pervades  the  whole  of  his  vast  pictures  of  important 

*  The  altar-piece,  representing  "  Christ  bearing  liis  Cross,"  kcown  by  the  name  of  Lo  Sposimo 
di  Sicilia,  from  its  having  been  painted  for  the  convent  of  Santa  ̂ laria  della  Spasimo  at  Palermo, 

in  Sicily.     It  has  been  at  Madrid  ever  since  the  days  of  Philip  IV. — A. 
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events ;  an  idea  of  space  Is  everywhere  given  ;  everywhere  light  plays  a 

powerful  part,  and  imagination  has  full  scope.  He  is  the  painter  j^cfr  excellence 

of  feasts  and  ceremonies  :  at  once  pompous  and  natural,  his  copiousness  is  only 

equalled  by  his  dazzling  facility  ;  and  we  are  compelled  to  forgive  the  errors 

with  which  he  mingles  on  the  same  canvas  the  religious  ideas  of  sacred  subjects 

and  the  profane  splendour  of  modern  times. 

What  shall  we  say  about  Correggio  ?  There  is  no  methodical  scale  by 

which  to  measure  grace ;  and  there  is  no  formula  laid  down  for  such  softness 

as  his.  But  if,  at  the  Louvre,  we  examine  his  "  Antiope  asleep,"  we  shall 
not  soon  forget  his  fascination. 

From  Correggio  to  Parmigianino  the  distance  is  of  the  kind  that 

admiration  can  easily  fill  up.  It  was  said  of  the  latter  that  he  had  more  the 

appearance  of  an  angel  than  of  a  man  ;  and  the  Romans  of  his  own  day  used 

to  add  that  the  spirit  of  Raphael  had  passed  into  his  body.  In  more  than  one 

instance  his  genius  was  kindled  by  the  sun  of  Correggio,  and  ripened  in  the 

studios  of  Michel- Angelo  and  Raphael;  but  in  addition  to  this,  his  flexible 

and  varied  talent  enabled  him  to  find  a  place  by  himself  between  these  two 

masters.  "St.  Francis  receiving  the  Stigmata,"  and  "The  marriage  of 

St.  Catherine,"  which  he  painted  before  he  had  attained  his  eighteenth  year, 

are  still  regarded  as  equal  to  the  chefs-d'oeuvre  signed  by  Allegri.  It  is  well 

known  that  a  "St.  Margaret,"  executed  by  Parmigianino  fifteen  years  later 
for  a  church  at  Bologna,  was  placed  by  Guido  in  the  same  rank  as  the 

"St.  Cecilia"  of  RaphaeL 
By  the  side  of,  or  after,  these  famous  men,  in  whom  the  glory  of  Italian 

painting  seems  to  have  brilliantly  culminated,  how  many  noble  names  still 

remain  to  be  cited ;  how  many  remarkable  men  are  there  still  to  mention, 

even  among  those  who,  in  following  the  glorious  path  opened  out  for  them  by 

the  great  masters,  began  to  show  glimpses  of  the  earliest  symptoms  of  decay, 

exhaustion,  and  lassitude  !  It  does  not  form  a  part  of  our  plan  to  dwell  upon 

the  various  phases  of  this  decadence ;  but  before  we  glance  at  the  last  sparks 

of  light  which  were  shed,  we  must  not  forget  the  fact  that  the  Italian  pleiades 

were  not  exclusively  privileged  to  illumine  the  artistic  horizon. 

It  is  certainly  the  case  that  all  over  Europe  the  Byzantine  tradition  had 

been  the  sole  possessor  of  the  throne  of  art  since  the  earliest  centuries  of  the 

Middle  Ages.  In  Germany  as  in  Italy,  in  France  as  in  the  countries 

bounding  it  on  the  north,  we  find  nothing  but  the  same  school  displaying  the 

dead  level  of  its  inflexibility.  At  various  epochs,  however,  certain  feeble 

attempts  at  independence  were  here  and  there  manifested  ;  but  these 

aspirations  were  at  first  generally  isolated,  and  therefore  transient  in  their 

character.  Finalh^,  however,  as  if  the  hour  of  revival  had  been  simultaneously 

agreed  upon  at  all  points  of  the  intellectual  world,  these  desires  for  emanci- 
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putiuii  manifested  themselves  in  u  eunvspondiii;^^  clYort  to  rejeet  the  furmer 

too  absohite  form,  and  to  substitute  the  ehincnt  of  life  for  the  principle  of 

conventionality. 

In  Si)ain  a  strange  combat  was  waging  on  the  soil  itself,  for  the  possession 

of  which  twu  hostile  races,  two  irreconcilable  faiths,  were  in  fierce  contention. 

The  Mahometan  built  the  Alhambra,  the  halls  uf  which  were  destined  to  be 

subsequently  adorned  by  a  Christian  pencil.      In  the   paintings  that  enliven 

the  arches  of  this  marvellous  edifice  an  art  is  manifested  which  is  both  simple 

and  grand  iu  its  character ;  but  in  this  one  undertaking  it  appears  to  have 

exhausted    the  share  of   vitality  time   had  awarded  to  it  ;   for  innnediately 

afterwards  it  seems  to  have  died  away.     If,  however,  any  fresh  masters  of  the 

art  of  painting  appeared  on  the  Iberian  soil,  they  had  sought  in  Italy  the 

flame  of  inspiration,  or  some  mighty  art  pilgrim  visited  their  country.      AVe 

must  come  down  to  a  later  epoch,  from  the  consideration  of  which  we  are  now 

precluded,  in  order  to  meet  with  an  Ilerrera,  a   Velasquez,  or  a  ̂ lurillo,  the 

glory  of  whom,  although  comparatively  late,  may  perhaps  hold  its  own  by 

the  side  of  the  great  Italian  schools,  but  cannot  pretend  to  eclipse  them. 

Among  the  predecessors  of  these  real  and  distinct  individualities,  we  will, 

however,   mention   the   following : — Alonzo  Berruguete,   born    in    1480,   at 

once  painter,  architect,  and  sculptor  ;  he  was  a  pupil  of  Michel- Angelo,  in 
whose  works  he  often  took  a  share  ;  Pedro  Campagna,  born  in  1003,  who 

studied   under  the    same  master — his   chef-d\eiivre  is    still  admired  in  the 

Cathedral  of  Seville;  Luis  de  Yargas,  born  in  1502,  who  was  able  in  many 

points  to  appropriate  the  secrets  of  Sanzio,  from  whom  he  appeared  to  have 

received  lessons ;  Morales,  whose  paintings  are  still  admired  for  the  harmony 

of  their  lines  and  the  delicacy  of  their  touch ;  Vicente  Juanes,  whose  purity 

of  design  and  sober  vigour  of  colouring  obtained  for  him  the  exaggerated 

title  of  the  *'  Raphael  of  Valencia ; "  lastly,  Fernandez  Navarette,  born  in 

1526,  who,  perhaps  less  hyperbolically,  was  surnamed  the  "  Spanish  Titian  ;  " 
and  Sanchez  Coello,  born  about  1500,  who,  excelling  in  portraits,  has  handed 

down  the  likenesses  of  some  celebrated  personages  of  his  time. 

In  Germany  and  the  Low  Countries  we  find  similar  cases  of  the  feeling 

of  regeneration  actuating  the  minds  of  artists  at  a  much  earlier  period.  The 

first  name  which  presents  itself  to  us  beyond  the  Rhine  is  that  mentioned  in 

the  Chronicle  of  Limburg,  of  the  date  of  1380.  "  There  was  then  at  Cologne," 
says  the  chronicler,  "  a  painter  named  Wilhelm.  According  to  the  masters, 
he  was  the  best  in  all  the  countries  of  Germany  ;  he  has  painted  men  of 

every  description  as  if  they  were  alive."  We  have  nothing  left  of  the  works 
of  this  artist  except  some  panels  without  signature,  which,  in  consideration  of 

the  date  they  bear,  are  attributed  to  him  ;  an  examination  shows  that, 

considering  the  epoch  at  which  he  lived,  Wilhelm  might  justly  be  looked 
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upon  as  a  creative  genius.  He  was  succeeded  by  his  most  talented  pupil, 

Stephen  Lochner,  commonh^  known  as  Meister  Stej)han.  A  triptych  of 

his  may  be  seen  at  the  Cathedral  of  Cologne,  representing  ̂ '  The  Adoration 

of  the  Magi,''  ''  St.  Gereon,"  ''St.  Ursula,"  and  ''The  Annunciation."  This 
work,  which  exhibits  charming  finish  as  well  as  harmonious  simplicity,  is 

sufficient  evidence  that  its  author  was  possessed  of  much  natural  ability  as 

well  as  a  certain  extent  of  knowledge  ;  and  if  we  make  it  our  study  to  seek 

out  the  relics  of  the  artistic  movement  of  the  period,  we  can  in  no  way  feel 

surprise  at  seeing  that  the  influence  of  this  early  master  made  itself  felt  in  a 

very  extended  radius. 

But  at  this  epoch,  that  is,  at  the  conmaencement  of  the  fifteenth  century, 

in  a  city  of  Flanders,  a  new  luminary  made  its  appearance,  which  was 

destined  to  eclipse  the  brilliancy  of  the  somewhat  weak  German  constella- 

tion. Two  brothers,  Hubert  and  John  van  Eyck,  together  with  their  sister 

Margaret,  established  themselves  in  the  "  triumphant  city  of  Bruges,"  as 
it  is  called  by  an  historian  ;  and  very  soon  all  the  Flemish  and  Rhenish 

regions  resounded  with  the  name  of  Yan  Eyck,  their  works  being  the  only 

representations  which  were  admired  and  followed ;  and  even  in  those  early 

days  it  was  a  title  of  glory  to  form  a  part  of  their  briUiant  school. 

John,  or  Jan,  the  younger  of  the  two  brothers,  was  the  more  famous 

(Fig.  202).  He  is  reputed  to  have  been  the  inventor  of  oil-painting;  but 

all  he  did  was  to  improve  the  methods  employed.  Nevertheless,  tradition 

says  that  an  Italian  master,  Antonello  da  Messina,  made  a  journey  to 

Flanders,  with  the  object  of  finding  out  the  secret  of  "  John  of  Bruges  " 
(by  which  name  Yan  Eyck  was  known  in  Italy),  and  that  he  subsequently 

circulated  it  throughout  the  Italian  schools.  Be  this  as  it  may,  Jan  van 

Eyck,  apart  from  any  similarity  in  manner  (for  it  was  by  the  force  of  his 

colouring,  as  much  as  by  his  new  theories  of  composition,  that  he  succeeded 

in  revolutionising  the  old  school  of  painting),  may  be  considered  as  the 

Giotto  of  the  North  ;  but  we  must  add  that  the  effects  of  his  attempts 

were  much  more  rapidly  decisive.  At  one  leap,  so  to  speak,  the  somewhat 

cold  painting  of  the  Gothic  school  decked  itself  with  a  splendour  which  left 

but  little  for  the  future  Yenetian  school  to  achieve  beyond  it ;  with  one 

flight  of  genius,  stiff  and  methodical  conceptions  became  imbued  T^dth 

suppleness  and  vital  action.  Finally,  we  have  the  first  notable  sign  of  the 

true  feeling  of  an  art  combining  science  and  grace — a  knowledge  of  anatomy 

is  shown  in  the  life-like  flesh  and  under  the  brilliant  draperies.  There  is, 

however,  a  considerable  distance,  which  cannot  fail  to  be  remarked,  sepa- 

rating the  two  reformers  of  art  whose  names  we  have  just  brought  together. 

One,  Giotto,  desired  to  grasp  the  real  in  order  to  make  it  conduce  to  the 

triumph  of  the  ideal;  while  Yan  Ejxk  only  accepted  the  ideal  because  he 
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had  as  yet  been  uiiablo  to  iipi)ri'lK'ii(l  the  deepest  secrets  of  the  real.  All 

the  other  masters  are  but  as  llu-  i'nilt  yithhd  by  the  school  ol"  the  great 

Florentine,  and  by  those  which  the  descendants  of  the  Flemish  masters  were 

destined  to  produce.  At  Ghent,  tlu'  famous  altar-piece  of  Van  Eyck,  the 

''Adoration  of  the  Paschal  Lamb,"  is  still  an  object  of  pilgrimage,  though 

80  many  of  its  parts  have  been  removed.* 

John  van  Eyck  resided  for  some  time  at  the  court  of  Portugal,  whither 

he  had   been   sent   by   Philip   the   Good,   Duke   of   Burgundy,   to  delineate 

Fig.  202.—"  The  Holy  Virgin,  St.  George,  and  St.  Donatian."     By  John  van  Eyck.    (Museum  of  Antwerp.) 

the  features  of  his  fiancee,  the  Princess  Elizabeth  (1428).  The  influence 

exercised  by  his  labours  is  thought  to  have  brought  about  that  tendency  to 

brilliancy  and  realism  which,  after  its  first  manifestation  in  the  earliest 

Spanish  manner,  gave  way  before  the  genius  of  Italy,  only  to  reappear  in 
all  its  power  in  the  great  national  schools. 

Among  the  best  pupils  that  Tan  Eyck  left  behind  him  at  Bruges,  we 

must  not  omit  the  name  of  Hugo  van  der  Goes,  whose  works  are  rare. 

Eoger  van  der  ̂ Veyden,   of   whose  paintings  but  few  are  now  extant, 

*  This  great  altar-piece  originally  consisted  of  twelve  panels.  Of  these  the  four  most  impor- 
tant are  still  in  the  church  of  St.  Baron,  at  Ghent ;  of  the  remaining  eight,  six  are  at  Berlin  and 

two  at  Brussels. — A. 



Fig.  203.—"  St.  Ursula."     By  Memling. 
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was  \]w  favourlto  pupil  of  Van  Kyck,  and  llic  maslor  ol'  ̂ rcTiilIii"',  wliDfio 

r(>pu<ati()n  was  (Icsllncd  lo  ('(jiial,  if  not  to  surpass,  that  oT  tlic  cliid'  oT  lii- 

school.  '' Moinliu^-,"  says  ̂ I.  Mlcliitds,  so  ciiiiiicnt  a  judj^c  on  tliis  subject, 
**  whose  most  ancient  picture  bears  \]\v  date  I  IV),  possesses  more  sweetness 

and  grace  than  the  A'an  Eycks.  Ilis  figures  cliai-ni  by  an  i(hal  <  legance  ; 
his  expression  nev(>r  exceeds  \]\v  limits  of  tranquil  feeling  and  agreealde 

emotion.  Quite  contrar}'  to  John  van  Eyck,  he  prefers  the  slender  and 

rich  character  of  the  Gothic  (Fig.  20)|)  to  the  heaviness  and  scanty  detail 
of  Jvonian  architecture.  Ilis  colouring,  although  less  vigorous,  is  softer  ; 

the  water,  the  woods,  the  grass,  and  the  distances  generally  c)f  his  pictures 

aft'ect  us  like  a  dream. 

A  kind  of  instinctive  reaction  was  inanifested  in  the  pupil,  but  tln^ 

master  was  not  altogether  forgotten.  AVo  shall,  however,  find  elsewhen^ 
the  effects  of  his  direct  influence ;  but  in  order  not  to  have  to  return  to  the 

school  of  Bruges,  we  will  first  mention  Jerome  Bosch,  who,  contrary  to 

his  countryman  ̂ lemling,  sought  after  opposition  of  effects  and  singularities 

of  invention ;  and  next  Erasmus,  the  great  thinker  and  writer,  who  was 

also  a  painter  in  his  day ;  lastly,  Cornelius  Engclbrechtsen,  the  master  of 

Lucas  van  Leyden,  born  in  1494.  Lucas  was  as  famous  with  the  pencil 

as  with  the  graving  tool,  and  introduced  into  all  his  works  a  powerful  and 

sometimes  strange  originality  which  caused  him  to  be  looked  upon  as  the 

first  painter  of  ̂^  genre.^'  He  must  close  our  list  of  the  artists  who  opene<l 
out  the  paths  whicb  were  destined  to  be  followed,  though  with  manv  a 

diversity  of  mctliod  and  of  style,  by  the  great  artists  of  the  later  Nether- 
landish schools. 

When  the  Tan  Eycks  made  their  appearance,  German  art — which, 

nnder  the  impulse  of  Stephen  of  Cologne,  had  appeared  as  if  destined  to 

direct  the  movement — allow^ed  itself  to  be  led  away  and  influenced  by  the 
Flemish  school,  without,  however,  entirely  divesting  itself  of  the  individual 

characteristics  which  arc,  to  some  extent,  inherent  in  the  region  wherein  it 

flourished.  In  Alsatia,  we  see  the  style  peculiar  to  the  school  of  Bruges 

showing  itself  in  Martin  Schon  (1460)  ;  in  Suabia,  it  had  as  its  interpreter 

Frederick  Hcrlcn  (1467)  ;  at  Augsburg,  it  was  Holbein  the  elder  ;  at 

Nuremberg,  it  was  first  Michael  Wohlgemuth,  and  after  him  Albert  Diirer 

(1471),  whose  vigorous  individuality  did  not  fail  to  reflect  the  temperament 

of  the  Yan  Eycks. 

"  The  works  of  Albert  Diirer  present  a  singular  combination  of  the 
fantastic  and  the  real  (Fig.  204).  The  principal  tendencies  peculiar  to  the 

character  of  the  northern  mind  are  always  to  be  found  in  them.  The 

thoughts  of  the  artist  are  always  transporting  him  into  a  world  of  abstractions 

and  chimeras  ;   but  the  ever-present  consciousness  of   the  difficulties  of  life 



Fig.  204. — "  Jesus  Crowned  with  Thorns,"  painted  on  Wood  by  Albert  Durer ;  a  Facsimile  traced  from  the 
original  of  the  same  size.    (In  the  Collection  of  M.  de  Quedeville.) 



PALYTIXG.  223 

under  tlie  cold  nortliorn  sky  always  draws  him  back  to  the  details  of 

existence.  On  the  one  hand,  therefore,  he  seems  to  love  philosophical  and 

even  supernatural  subjects  ;  but,  on  the  other,  the  minute  details  of  his 

execution  bind  him  down  to  earth.  Ilis  models,  his  actions,  his  pijsitions, 

the  muscular  development  of  his  nude  subjects,  the  innumerable  folds  (if 

his  draperies,  the  expression  which  he  gives  to  joy,  grief,  and  liatred, 

all  seem  to  bear  a  manifest  character  of  exaggeration.  Added  to  tliis, 

he  is  deficient  in  grace ;  a  rudeness  entirely  northern  in  its  character 

closes  the  path  to  any  of  the  softer  qualities  of  art.  The  panels  of  Albert 

Durer  all  seem  to  have  a  touch  of  the  antique  barbarism  of  the  Germanic 

hordes.  lie  himself  was  in  the  habit  of  wearing  his  hair  long,  like  the 

ancient  German  kings.  Upon  the  whole,  however,  his  beautiful  colouring, 

the  skilful  firmness  of  his  drawing,  his  grand  characteristics,  his  dejith  of 

thought,  the  poetry,  often  terrible,  of  his  composition,  place  him  in  the 

first  rank  of  masters." 
While  Albert  Durer  was  endeavouring  to  combine  in  liis  works  every 

iy^G  of  the  strangest  character,  Lucas  Cranach  made  it  his  study  to 

represent  with  no  less  success  pleasant  legends  or  the  most  charming 

realities.  He  is  the  painter  of  artless  youths,  aerially  veiled,  and  of  six)rtive 

and  enchanting  virgins ;  and  if  some  antique  scene  is  created  by  his 

delicate  and  original  pencil,  it  seems  to  be  metamorphosed  by  a  happy 

facility  into  something  that  appears  to  have  the  character  of  a  German 

reminiscence  (Fig.  205). 

Between  these  two  masters,  so  equally  endowed  with  power  in  their 

respective  lines  of  art,  the  great  Holbein  takes  his  place,  as  if  embodying 

the  rather  abrupt  vigour  of  the  one,  and  the  sentimental  delicacy  of  the 

other.  This  painter's  artistic  career  was  carried  out  almost  entirely  in 
England,  but  the  character  of  his  genius  belongs  unquestionably  to  the 

country  where  he  left  behind  him  his  "  Dance  of  Death,"  a  piece  of  tragic 
raillerv  lustlvheld  to  be  the  most  wonderful  among  such  creations  of  fane  v. 

Albert  Durer,  vrho  died  in  15'28,  Lucas  Cranach,  and  Holbein,  who  died 
in  1554,  were  destined  to  create  a  race  of  painters,  and  a  host  of  successors 

were  soon  at  work.  But  the  movement,  which  was  impeded  by  troubles  of  a 

religious  character,  died  away  in  the  terrible  convulsions  of  the  Thirty  Years' 
War,  and  was  never  again  renewed. 

The  era  in  which  German  art  seemed  all  at  once  to  decline  was  that 

wherein  the  Italian  school  flourished  in  full  splendour,  and  exercised  an 

unrivalled  influence  over  every  European  country  occupied  by  the  Latin 

races.  France  yielded  all  the  more  readily  to  this  foreign  influence, 

because  the  Papal  court  at  Avignon  had  already  given  an  asylum  to 

Giotto  in  the  first  place,  and  afterwards  to  Simone  Memmi ;  both  of    whom. 
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and   especially   the  last,  have   left  master-like  traces  of  their  presence  on 
French  soil. 

As  a  matter  of  fact,  although  French  painting,  regarded  in  the  light  of 

a  national  art,  cannot  boast  of  having  spontaneously  produced,  as  a  thing 

Fig.  205. — "  Princess  Sibylla  of  Saxony,"  by  Lucas  Cranach. 

of  home- growth,  any  of  those  completely  independent  works  of  which 
Germany  and  Italy  are  so  proud ;  the  memorials  of  French  art  at  least  bear 

witness  that,  during  the  long  reign  of  Byzantine  tradition,  it  never  ceased 

to  struggle  with  some  force  under  the  yoke ;  at  a  time,  indeed,  when  Italy 
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and  Geriimny  themselves   seemed,  (»ii   the  eoiilrarN,  to  luai-  tlu-   burdfii    with 
the  most  submissive  servitude. 

The  tenth  eentui  v,  iu  beeoming  subjeet  to  the  influence  of  a  foolish  but 

heartfelt  terror  (the  fear  of  the  end  of  tlie  world),  marked  a  peri<jd  of  fatal 

obstruction  to  every  kind  of  effort,  and  progress  died  away  ;  but  if  wc 

look  beyond  this  we  sliall  perceive  tliat  from  tlie  earliest  days  of  the 

monarchy  painting  was  liehl  in  honour,  and  painters  themselves  aiforded 

proofs  of  power,  if  not  of  genius.  We  shall,  for  instance,  find  that  the 

basilica  of  St.  Germain-des-Pres,  built  by  Childebert  I.,  had  its  walls 

decorated  with  "  elegant  paintings."  A\'e  shall  find  Gondebaud,  the  son  of 
Clotaire,  himself  handling  the  pencil  and  '*  painting  the  walls  and  roofs  of 

oratories."  In  the  reign  of  Charlemagne,  we  discover  the  texts  which  the 

bishops  and  priests  were  compelled  to  paint  on  "the  whole  interior  surface" 
of  their  churches,  in  order  that  the  charm  of  the  colouring  and  of  the 

compositions  might  aid  the  fervour  of  faith  in  the  congregations.  But 

all  this  is  but  evidence  recorded  in  the  pages  of  the  ancient  chronicles. 

AVe  have  other  testimony  derived  from  works  still  existing,  on  which 

a  judgment  may  be  practically  passed.  Some  frescoes  discovered  at 

St.  Savin,  in  the  department  of  Vienne,  and  at  Xohant-Vicq,  in  the  depart- 

ment of  ludre,  which  may  be  attributed  to  the  eleventh  and  twelfth 

centuries,  attest,  in  all  their  rude  simplicity,  the  efforts  of  a  thoughtful 

art,  and  specially  bear  the  stamp  of  a  true  spirit  of  independence. 

The  Sainte-Chapelle,  in  Paris,  by  its  painted  windows  and  the  mural 

paintings  of  its  crypt,  asserts  the  real  vitality  of  an  artistic  feeling,  which 

only  waited  for  the  signal  jof  a  bolder  spirit  to  rise  to  loftier  things. 

Moreover,  if  other  examples  are  wanting,  there  are  manuscripts,  on  the 

ornamentation  of  which  the  most  skilful  painters  have  concentrated  their 

powers,  that  would  suffice  to  point  out  the  tendencies  and  artistic  standard 

of  every  succeeding  age.  (See  the  article  on  ̂ [imatur?>Painting.) 

However  little  we  may  consult  history,  we  scarcely  ever  fail  to  discover 

traces  of  certain  groups  of  artists  whose  names  or  works  have  survived. 

Thus,  a  series  of  paintings  preserved  in  the  Cathedral  of  Amiens,  as  well 

as  the  "Sacre  de  Louis  XII."  and  the  "  Yierge  au  Froment,"  in  the 
museum  at  Cluny,  prove  to  us  the  existence,  at  the  end  of  the  fifteenth 

century,  of  the  school  of  Picardy,  which  possessed  skill  in  composition, 

combined  with  a  feeling  for  colour  and  a  certain  knowledge  of  handling. 

Thus,  too,  the  researches  of  the  learned  have  traced  out  the  laborious 

career  of  the  Clouet  family,  sung  by  Ponsard  and  others,  but  whose 

works  are  almost  entirely  lost  ;  thus,  also,  we  find  the  names  of  Bourdichon, 

Perreal  Foucquet,  who  worked  for  Louis  XL  and  Charles  YIIL,  and  that 

of  the  peaceful  King  Rene  of  Provence,  who  thought   it  not  beneath  his 
Q 
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dignity  to  make  himself    the  practical  chief   of    a    school   whose   nameless 

productions  are  still  scattered  over  the  south  of  France. 

With  the  sixteenth  century  commenced  the  age  of  the  great  Italian 

painters.  In  1515,  Francis  I.  persuaded  Leonardo  da  Yinci  to  come  to 

France,  and  to  afford  the  example  of  his  wonderful  genius.  But  the  illus- 

trious creator  of  "La  Gioconda"  (the  famous  portrait  of  Mona  Lisa), 
burthened  with  years  and  worn  out  with  work,  visited  France  as  if  only  to 

draw  his  last  breath  (1519).  Andrea  del  Sarto,  the  graceful  pupil  of  the 

severe  Michel- Angelo,  came  to  France  in  1517 ;  but,  after  having  painted 

for  his  royal  protector  a  few  pictures,  among  which  was  the  magnificent 

"  Charity  "  in  the  Louvre,  he  again  repaired  to  the  Italian  soil,  to  which 
his  unhappy  marriage  recalled  him  to  his  doom. 

In  1520  Raphael  died,  at  the  age  of  only  thirty-seven  years.  Giulio  Pippi 

(called  Giulio  Romano),  Francesco  Penni  (called  il  Fattore),  and  Perino  del 

Yaga,  whom  he  named  as  his  heirs  and  charged  with  the  completion  of  his 

unfinished  works,  did  their  best  to  replace  the  illustrious  dead.  For  a  short 

time  it  might  have  been  thought  that  the  inspiration  of  the  master  still 

remained  with  his  pupils  ;  but  soon  a  separation  of  this  group  of  artists,  who 

had  found  their  principal  power  in  unity  of  thought,  took  place  ;  and, 

fifteen  or  twenty  years  after  the  tomb  had  closed  on  Raphael,  the  tradition 

of  his  school  was  nothing  more  than  a  glorious  ruin. 

Michel- Angelo,  who  died  in  1563,  was  destined  to  have  a  longer  career  ; 

but  it  was  only  to  become  a  witness  of  the  rapid  decadence  of  the  great 

movement  he  had  helped  to  call  forth.  After  Daniele  da  Yolterra,  the  painter 

of  the  ''  Descent  from  the  Cross,''  which  is  classed  among  the  three  most 
beautiful  works  that  Rome  possesses ;  after  Yasari,  who  possessed  a  double 

title  to  celebrity  as  a  skilful  painter  and  the  historian  of  the  Italian  schools  ; 

after  Rosso,  whose  renown  subsequently  suffered  at  the  court  of  France  ; 

and  Bronzino,  who  sought  success  in  taste  and  delicacy  ;  the  school  of  the 

great  Buonarotti  produced  nothing  but  works  which  seemed  to  w^ander  from 

exaggeration  to  bad  taste.  The  dwarfs  who  attempted  to  walk  in  the  footsteps 

of  the  giant  were  soon  exhausted,  and  only  succeeded  in  rendering  themselves 
ridiculous. 

The  Yenetian  school,  the  great  masters  of  which  did  not  become  extinct 

before  the  end  of  the  sixteenth  century,  had  its  period  of  decadence  at  a  later 

epoch ;  this  will  not  come  under  our  consideration.  The  Lombard  school, 

which,  by  the  deaths  of  Correggio  and  Parmigianino,  had  been  left  without 

its  chiefs  before  the  middle  of  this  century  (1534  and  1540),  seemed  for  a 

moment  as  if  it  would  disappear  as  it  had  risen.  But  in  Michel- Angelo 

Caravaggio  (Fig.  206)  it  met  with  a  powerful  master,  who  was  able  for 

some  time  to  arrest  the  progress  of  its  decadence. 
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AYe  have  as  yet  done  little  more  than  hint  at  the  presence  of  II  Rosso,  or 

Mditre  Boux,  at  the  court  of  France.  He  came  in  1530,  at  the  invitation  of 

Francis  L,  to  decorate  the  Palace  of  Fontainebleau.  ''  His  engraved  work," 

says  M.  Michiels,  "  shows  him  to  be  a  feeble  and  pretentious  man,  devoid  both 
of  taste  and  inspiration,  who  exhibited  laboured  refinement  in  the  place  of 

vigour,  mistaking  want  of  proportion  for  grandeur,  and  absence  of  truth  for 

originality.  Being  nominated  by  the  king  as  Canon  of  the  Saint- Chapelle, 
he  had  as  his  assistants  Leonard,  a  Fleming,  the  Frenchmen  Michel  Samson 

and  Louis  Dubreuil,  and  the  Italians  Lucca  Penni,  Bartolommeo  Miniati,  &c. 

But  in  1531,  Primaticcio  arrived  from  Mantua,  and  a  contest  arose  hence- 

forth   between    them   Rosso    having    ended    his    days    by    suicide, 

Primaticcio  remained  master  of  the  field.  His  most  talented  pupil  decorated 

under  his  direction  the  magnificent  ball-room.  Primaticcio  painted  with 

less  exaggeration  and  more  delicacy  and  elegance  than  Rosso ;  but  still  he 

formed  one  of  that  troop  of  awkward  and  affected  copists  who  exag- 

gerated the  errors  of  Caravaggio   His  empire  of  forty  years'  duration, 
in  the  midst  of  a  foreign  population,  was,  however,  an  undisturbed  one. 

Henry  II.,  Francis  II.,  Charles  IX.,  and  Catherine  de  Medicis,  showed 

him  no  less  favour  than  Francis  I.  He  died  in  1570,  loaded  with  honours 
and  riches. 

"  The  number  of  French  artists  who  allowed  themselves  to  be  influenced 

by  the  Italian  method  was  considerable.  At  last  a  man  of  more  vigorous 

character  arose  who  would  not  permit  false  taste  to  rule  him,  and  adopted 

all  the  improvements  of  modern  art,  without  following  in  the  footsteps  of 

court  favourites.  His  talents  inaugurated  a  new  period  in  the  history 

of  French  painting.  We  are  speaking  of  Jean  Cousin,  who  was  born  at 

Soucy,  about  1530 ;  he  adorned  with  his  compositions  both  glass  and  canvas, 

and  was,  in  addition,  a  skilful  sculptor.  His  famous  picture  of  the  *  Last 

Judgment,'  in  the  Louvre,  justifies  a  high  opinion  of  his  skill.  The  colour- 
ing is  harsh  and  monotonous,  but  the  drawing  of  the  figures  and  the  arrange- 

ment of  the  piece  prove  that  he  had  the  habit  of  thought  and  also  of 

depending  on  his  own  powers  and  of  seeking  out  novel  dispositions,  pro- 

ducing effects  hitherto  unknown." 
The  beautiful  composition  we  introduce  here  (Fig.  207)  is  taken  from 

M.  A.  Firmin  Didot's  ''  Notice  sur  Jean  Cousin,"  in  which  a  large 
number  of  other  subjects  are  reproduced ;  some  of  them  may  have  been 

engraved  by  the  painter  himself.  Like  Albert  Durer  and  Holbein,  Jean 

Cousin  did  not  disdain  to  apply  his  talents  to  the  ornamentation  of  books. 

Jean  Cousin  is  generally  looked  upon  as  the  real  founder  of  the  French 

school.  After  him,  and  by  his  side,  we  must  place  the  Janets,  who 

although   of    Flemish   origin,  are    actually  French   in   their    style    and  the 
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cliaractor  ol'  tluir  ])Icturcs.     The  most  celebrated  of  them,  Francois  Clouet, 

Fig.  207. — Composition  by  Jean  Cousin.     First  Sketch  ot  his  '"  Last  JuJ^nient,"  trom  a  \\'ood-Engraving 
in  the  Romance  of  "  Gerard  d'Euphrate."     Paris,  1549.     (Cabinet  of  M.  A.  F.  Didot.) 

portrayed,  with  a  realism  full  of  elegance    and  distinction,  the  nobles  and 
beautiful  ladies  of  the  Court  of  Yalois. 
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AVe  should  here  close  our  remarks,  were  it  not  that  we  might  be  accused 

of  an  important  omission  in  this  review  of  the  j^rincipal  schools.  For 

nothing  has  been  said  of  the  Bolognese  school,  whose  origin,  though  not  its 

maturity,  belongs  to  the  epoch  we  have  made  our  study.  But  the  material 

circumstances  we  now  mention  must  be  our  justification  :  although  the  school 

of  Bologna  gave  signs  of  existence  in  the  thirteenth  and  again  in  the  four- 

teenth century,  it  died  away  for  a  time,  reviving  only  at  the  commencement 

of  the  sixteenth  century,  again  to  become  extinct  after  the  death  of  the 

Fig.  208.— Sketch  for  the  Madonna  of  the  Casa  Alba.     Chalk- drawing  by  Raphael. 

poetic  Raibolini,  called  Francia,  without  having  produced  any  of  those  great 

individualities  to  whom  we  are  compelled  to  confine  our  attention. 

We  must,  however,  confess  that  this  school,  which  suddenly  retrieved  its 

position  at  a  time  when  all  other  schools  were  in  a  state  of  complete  decadance, 

had  three  illustrious  chiefs  instead  of  one,  and  acquired  the  singular  glory  of 

reviving  to  some  extent  the  ensemble  of  the  noblest  traditions.  But  it  was 

not  till  the  latter  part  of  the  sixteenth  century  that  Bologna  witnessed  the 

opening  by  the  Carracci  of  that  studio  whence  were  destined  to  proceed  Guido^ 

Albano,  Domenichino,  Guercino,  Caravaggio,  Pietro  of  Cortona  and  Luca 

Giordano,  a  phalanx  of  talented  men  who  were  to  become  the  honour  of  an 

age  into  which  it  does  not  form  a  portion  of  our  task  to  follow  them. 
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Origin  of  AVood-Enpravinc;.— The  St.  riiristophfr  of  1423.--"  The  ViruMii  and  Child  Jrsus."— The 

earlifst  Masters  of  Wood-Engraving. — Ikrnard  Milnct. — Engraving  in  ('amaieu. — Origin  of 

Engraving  on  ]\Ietal.— The  "Pax"  of  Maso  Finigucrra. — The  earliest  Engravers  on  Metal. 
—Niello  Work.— The  blaster  of  14G6.— The  Master  of  I486.— Martin  Schongiiuf-r,  Israel  van 
Meckcn,  Wenceslans  of  Olmutz,  Albert  Durer,  Maro  Antonio,  Lucas  van  lA^deu.— Jean  Diirot 

and  the  French  School. — The  Dutch  School. — The  Masters  of  Engraving. 

.MOST  all  authors  who  have  devoted  themselves  to 

the  investigation  of  this  subject  have  erroneously 

asserted  that  engraving  on  metal  was  naturally 

derived  from  engraving  on  wood.  Nevertheless, 

anyone  who  gives  Lut  a  slight  consideration  to 

the  difference  existing  between  the  two  processes 
niu.st  be  led  to  the  belief  that  the  two  arts  must 

have  resulted  from  two  distinct  inventions.  In 

wood-engraving,  the  impression  is,  in  fact,  formed 

by  the  portions  of  the  block  which  are  in  relief  ; 

while  in  engraving  on  metal,  the  incised  strokes  give  the  lines  of  the  print, 

Now,  no  one  who  has  any  technical  knowledge  can  for  a  moment  doubt 

that,  in  spite  of  the  similar  appearance  of  their  productions,  there  is  a  radical 

difference  in  the  starting-points  and  modes  of  execution  of  these  two  methods. 

We  certainly  must  consider  it  probable  that  the  appearance  of  prints 

produced  by  wood- engraving  may  have  suggested  the  idea  of  seeking  to 
obtain  a  similar  or  better  result  by  some  other  process  ;  but  that  a  process 

should  be  assimilated,  as  if  by  affiliation,  to  another  diametrically  opposed 

to  it  is  a  view  we  do  not  feel  called  upon  to  accept  Ts-ithout  reservation. 

Be  this  as  it  may,  certain  authors  look  upon  wood -en  gracing  as  having 
been  invented  in  Germany  at  the  commencement  of  the  fifteenth  century. 

Others  have  derived  it  from  China,  where  it  was  in  use  in  the  year  lOuO  of 

our  era.  Others,  again,  propound  the  opinion  that  the  art  of  printing  stuffs 

by  means  of  engraved  blocks  was  employed  in  different  parts  of  Asia,  to 

which  it  had  been  imported  from  ancient  Egypt,  at  a  period  long  before  it 

was  first  thought  of  in  Europe.  These  hypotheses  being  admitted,  the 

whole  question  reduces  itself  into  an  inquiry  as  to  the  way  in  which  the  art 
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made  its  entrance  into  Western  Europe  in  the  first  half  of  the  fifteenth 

century ;  this  being  the  earliest  date  at  which  we  find  engravings  made  in 

Germany,  France,  and  the  Low  Countries. 

The  most  ancient  dated  impression  kno\\Ti  of  a  cut  engraved  on  wood  is  a 

Fig.  209. — "  The  Virgin  and  Infant  Jesus."     Fac-simile  of  a  Wood-Engraving  of  the  Fifteenth  Century, 
(Bibl.  Nat.,  Paris.) 

St.  Christopher,  without  either  mark  or  name  of  its  author,  bearing  a  Latin 

inscription  and  the  date  of  1423.  This  specimen  is  so  roughly  engraved,  and 

in  drawing  is  so  faulty,  that  it  is  only  natural  to  assume  it  must  be  one  of 

the  earliest  attemj)ts  at  wood-engraving.     There  is,  however,  an  engraving 
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ill  (lie  Tnipdial  liibnirv,  Paris,  re 'present  in;^-  llic  \'^ir^iii  lioldiiij^  the  Child 

Jesus  seated  in  lier  arms  (Fi<^.  *-in!)),  wliicli  may  pcrliaps  Ix'  considered 

an  earlier  specimen  than  tlie  Si.  Christoplier.  The  buck  ol"  the  niche  is  a 
kind  of  mosaic,  formed  of  diamond-shaped  (piadrihiterals ;  the  (lurcohv  and 

ornaments  of  the  niche  are  coloured  a  ycHowish  brown.  There  is,  how- 

ever, one  sin<;ularity  in  tliis  engraving  which  testifies  to  its  great  anti(juity  ; 

it  is  printed  on  ])apei-  made  of  cotton,  and  is  unsized,  and  the  impres.sij)n 
sinks  so  deei)ly  into  it  that  it  may  be  seen  nearly  as  well  on  the  back  of  the 

print  as  on  tlu^  fi-ont.  AVe  must  not  omit  to  mention  another  engraving, 
preserv(Hl  in  tlie  lioyal  Library,  Brussels  ;  this  is  also  a  Virgin  and  Child, 

surrounded  by  four  saints  (Fig.  210).  It  is  a  c()mi)Osition  of  a  somewhat 

grand  style,  and  does  not  agree  very  well  with  the  date,  .M(  ( <  (  x\  111.,  which 

is  seen  at  the  foot  of  the  print. 

A\  e  must,  doubtless,  attribute  to  nearly  the  same  time  some  specimens  of 

l)laying-cards, — these  we  have  already  mentioned  when  dealing  specially  with 

this  subject  ;  and  also  a  series  of  figures  of  the  Twelve  Apostles  with  Latin 

legends,  underneath  which  are  the  same  number  of  phrases  in  French,  or 

rather  in  the  ancient  dialect  of  Picardy,  re2)roducing  the  whole  text  of  the 

Decalogue  ;  one  of  these  xylographic  plates  may  be  seen  in  the  chapter  on 

"  Printing."  In  these  engravings  each  figure  is  standing  up,  clothed  in 
a  long  tunic,  and  covered  with  a  wide  mantle;  the  ink,  so  to  speak,  is 

bistre,  and  the  mantles  are  coloured  red  and  green  alternately.  The 

Apostles  cdl  bear  the  symbolical  sign  which  distinguishes  them,  and  are 

surrounded  with  a  long  fillet,  whereon  is  traced  in  Latin  the  sentence  of  the 

Creed  attributed  to  each,  and.  one  of  the  ten  Commandments.  St.  Peter,  for 

instance,  has  for  his  motto  this  French  sentence,  *'  Gardeis  Dieu  le  roy 

moult  sain  ;  "  St.  Andrew,  ''  Xe  jurets  point  son  nome  en  vain ;  "  St.  John, 

"  Pere  et  !Mere  tosjours  honoras ;  "  St.  James  the  Greater,  "  Les  fiestes  et 

dymeng,  garderas,"  &c. 
There  are  other  engravings  belonging  to  the  middle  of  the  fifteenth 

century  which  make  known  the  fact  that  the  art  of  engraving  was  prac- 

tised by  several  artists  in  France ;  and  that  without  doing  any  injustice 

to  Germany  we  can  attribute  several  anonymous  works  to  French  masters. 

Put  we  must  in  any  case  claim  the  very  characteristic  works  of  an  engraver 

named  Bernard  Milnet.  In  the  engravings  of  this  master  there  are  neither 

lines  nor  cross-hatching ;  the  ground  of  the  print  is  black ;  the  lights  are 

formed  by  an  infinite  number  of  white  dots  varying  in  size  according  to  the 

requirement  and  taste  of  the  artist.  This  engraver  does  not  appear  to  have 

had  any  imitators  ;  and,  to  tell  the  truth,  his  mode  of  operation  must  have 

presented  many  difficulties  in  execution.  There  are  only  six  known 

specimens  of  his  work — a  "Virgin  with  the  Child  Jesus,"  "St.   Catherine 
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Kneeling"  (Fig.  211),  the  ''Scourging  of  Christ,"  a  group  of  ''St.  John 

St.  Paul,  and  St.  Veronica,"  a  "  St.  George,"  and  a  "St.  Bernard." 

Fig.  210. — "  The  Virgin  and  Child."     A  Wood-Engraving  of  the  Fifteenth  Century  (?). 
(Bibl.  Roy.,  Brussels.) 

Although    engravings    of    this   time    are   now   extremely  rare,  it   does 
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not  necessarily  follow  that  tiny  were  eciuully  scarce  at  the  dates  when 
tluy  were  executed.  :M.  .Michiels,  in  his  '' Ilistoire  de  hi  Peinture  en 

Fhuidre,"  says  that,  "  accordin^,^  to  ancient  custom,  on  feast-days  the 
Lazarists,    and   others   beh)nging   to   reli<riuus   onh-rs   who  were  accustomed 

Fig.  211.—"  St.  Catherine  on  her  Knees."    Fac-simile  of  an  Engra\nng  on  Wood,  by  Bernard  Milnet, 
called  the  "  Master  of  the  dotted  backgrounds."    (Bibl.  Xat.,  Paris.) 

to  nurse  the  sick,  carried  in  the  streets  a  large  wax  candle  ornamented  with 
mouldings  and  glass-trinkets,  and  distributed  to  the  children  wood-engrav- 

ings illuminated  with  brilliant  colours,  and  representing  .sacred  subjects. 
There  must,  therefore,  have  been  a  considerable  number  of  these  engravings." 
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In   tlie   sixteenth   century  wood-engraving,   improved  b}^   the  pupils  of 

Fig.  212.— The  Archdukes  and  High  Barons  of  Germany  assisting,  in  State  Costume,  at  the  Coronation  ot  the 

Emperor  Maximilian.  A  fragment  taken  from  a  large  connection  of  Engravings,  entitled  the  "  Triumph  of 
Maximilian  I.,"  by  J.  Burgkmair.    (Sixteenth  Century.) 

Albert   Durer,   and  especially   by    John   Burgkmair  (Fig.  212),  was  very 
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extensively  developed;  and  the  art  \va>  then  praeti.sed  with  a  superioritv 

of  style  wliieli  left  far  hcliiiid  tlic  timid  attempts  of  the  preeediii^  eciitiirv. 

The  works  of  most  of  tlic  wood-cii^iavcrs  of  tliis  period  are  anonymous; 

nevertheless,  the  names  of  a  few  of  these  artists  have  survived.  I'mt  it  is 

oidy  by  an  (^rror  that,  in  tlu^  nomenclature  of  the  latter,  eertain  painters 
and  dcv^ij^iiers,  sucli  as  Alln  rt  Durer,  Lueas  van  Leyden,  and  Lueas  Cranaeh, 

have  long  been  made  to  iigurt\  There  are  wood-en<^ravin;?s  which  do 

actually  bear  the  si<^-natures  or  monograms  of  these  masters;  but  the  fact  is, 
that  the  latter  were  often  in  the  habit  of  drawing  their  designs  on  tlie  woo<l, 

as  is  frequently  the  practice  with  artists  in  our  own  day,  and  the  engraver, 

or  formsclnieidvry  in  reproducing  the  composition  drawn  with  a  pencil  or  ])en 

has  copied  also  the  signature  which  the  designer  of  the  subject  added.  An 

error  often  committed  by  writers  may  be  thus  easily  set  right. 

AVc  must  not  quit  the  subject  of  wood-engraving  without  mentioning 

engraving  in  c/iiaro-oscK/'o,  a  process  of  Italian  origin,*  in  which  three  or 
four  blocks,  applying  in  succession  to  the  print  uniform  tints  of  more  or  less 

intense  tones,  ultimately  produced  engravings  of  a  very  remarkable  effect, 

imitating  drawings  with  the  stump  or  the  pencil.  At  the  commencement 

of  the  sixteenth  century  several  artists  distinguished  themselves  in  this 

mode  of  engraving,  especially  Ugo  di  Carpi,  who  worked  at  ̂ lodena  about 

the  year  1518  ;  Antonio  Fantuzzi,  a  pupil  of  Francis  Parmigianino,  who 

accompanied  and  assisted  Primaticcio  at  Fontainebleau ;  Gualtier,  and 

Andrew  Andreani ;  and  lastly,  Bartholomew  Coriolano,  of  Bologna,  who 

would  have  been  the  last  engraver  in  this  style,  were  it  not  for  Antonio 

M.  Zanetti,  a  celebrated  Venetian  amateur,  who  was  still  nearer  to  us  in 

point  of  date. 

^Ve  must  now  go  back  to  the  year  14'r2,  which  is  generally  fixed  upon 

as  the  date  of  the  invention  of  engraving  on  Metal  (Fig.  213t).  When 

discussing  the  subject  of  *'  Goldsmith's  AVork,"  we  mentioned,  among  the 
pupils  of  the  illustrious  Ghiberti,  Maso  Finigucrra,  and  stated  that  this 

artist  had  engraved  on  silver  a  "  Pax  "  intended  for  the  treasury  of  the 
Church  of  St.  John.  Certain  writers  having  recognised  in  a  print  now 

in  the  Imperial  Library  of  Paris,  and  also  in  another  print  in  the  Library 

of  the  Arsenal,  an  exact  impression  of  this  engraving,  were  led  to  attribute 

to  the  celebrated  Florentine  goldsmith  the  honour  of  an  invention  in  which 

he  might  perhaps  have  had  no  share  at  all.     Possibly  this  process  of  printing 

*  The  invention  is  also  claimed  by  the  Germans.  The  process,  however,  by  which  Mair 
and  Cranaeh  produced,  in  1499 — 1500.  some  impressions  of  similar  appearance  to  those  of  Ugo  da 
Carpi  was  subs>tantially  diflerent.  They  began  with  a  copper-plate,  on  which  their  outlines  were 
engraved. — A. 

t  The  lei^end  which  accompanies  the  engraving  here  referred  to  is  in  old  Italian  ;  it  relates 
to  the  famous  prophecy  of  Isiiiali  as  to  ihe  birth  of  Christ  (Tsuiah  vii.  14). 
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off  an  impression,  "Nvhicli  was  a  very  natural  thing  to  do,  Lad  been  actually 

Fig.  213.- 

(Fac-si 

ECCMOLAVERGIH  CHECHONCEPEPA 
EPO  PATORIPA  VEFsGINE  &THDO 
ELNOME  DELHGLVOL  aiCHlA/A9PA 
E/^NVBLCHGDETTO  IliTERPETi^NDO 
IDDie-CHONEZeO  NOI  E/AAGERA 
MTVRO  G/neLE  ACCIO  CHENPRONDO 
eAPPl  fVCGlRE  GUVVAL  CHEE  VI0O2Q 
EELEGGERt  ELbEN   CHEVfRTVOl^O 

-The  Prophet  Isaiah,  holding  in  his  hand  the  saw  which  was  the  instrument  of  his  martyrdom, 
mile  from  an  Engraving  on  Copper  by  an  unknown  Italian  Master  of  the  Fifteenth  Century.) 

practised  by  goldsmiths  long  before  Finiguerra ;   they  wished,  doubtless,  to 



ENGRAVING.  239 

preserve  a  pattern  of  tliclr  iiivllo-icork,  or  to  see  lunv  it  progressed  in  its 

various  stages.  The  proofs  thus  taken  olY  by  hand  having  been  lost, 

Finiguerra  may  have  been  considered  the  originator  of  a  methcjd  whieh  he 

onlv  applied  as  a  matter  of  course  to  his  goldsmith's  work.  The  two  cir- 
cumstanees — tliat  the  plate  is  made  of  silver  and  not  of  any  common  metal, 

and  that  it  may  be  classed  among  the  numerous  nielli,  engraved  plates  of 

decorative  goldsmith's  work,  which  have  been  handed  (hjwn  to  us  and  are 
of  even  earlier  dates — will  alone  suffice,  in  our  opinion,  to  dispose  of  the 

idea  that  this  work  was  expressly  executed  in  order  to  furnish  impressions 

on  paper.  It  was  nothing  but  chance  that  in  this  case  introduced  the 

name  of  Finiguerra,  which  would  not  have  become  known  in  this  connec- 

tion if  it  had  not  been  for  the  preservation  of  two  ancient  impressions 

of  his  niello- work,  while  those  taken  from  other  and  perhaps  older 

plates  had  been  destroyed.  Thus  the  date,  or  the  asserted  date,  of  the 

invention  of  engraving  on  metal  was  fixed  by  the  ascertained  date  of 

the  piece  of  goldsmith's  work. 

Be  this  as  it  may,  the  print  of  the  '*  Pax,"  or  rather  of  the  "Assump- 

tion," engraved  by  Finiguerra,  has  a  right,  in  the  opinion  of  all  collectors, 
to  bear  the  title  of  the  earliest  print  from  metal.  Jesus  Christ,  seated  on  a 

lofty  throne  and  wearing  a  cap  similar  to  that  of  the  Doges,  places  with 

both  his  hands  a  crown  on  the  head  of  the  Virgin,  who,  with  her  hands 

crossed  upon  her  breast,  is  seated  upon  the  same  throne ;  St.  Augustine  and 

St.  Ambrose  are  kneeling ;  in  the  centre,  below,  and  on  the  right,  several 

saints  are  standing,  among  whom  we  can  distinguish  St.  Catherine  and 

St.  Agnes ;  on  the  left,  in  the  rear  of  St.  Augustine,  we  see  St.  John  the 

Baptist  and  other  saints ;  lastly,  on  both  sides  of  the  throne  a  number  of 

angels  are  blow^ing  trumpets ;  and  above  are  others  holding  a  streamer, 
on  which  w^e  read:  '^Assvmpta  .  est  .  Maria  .  ix  .  celvm  .  ave  .  exercitvs  . 

ANGELORVM  ;  "  "  Mary  is  taken  up  into  Heaven.     Hail,  army  of  angels  !  " 
The  first  of  the  impressions  of  this  niello  found  its  way  into  the  Royal 

library  with  the  Marolles  Collection,  bought  by  Louis  XIV.  in  1GG7 ;  the 

other  was  discovered  only  in  1841,  by  M.  Robert  Dumesnil,  who,  in  the 

Library  of  the  Arsenal,  was  turning  over  the  leaves  of  a  volume  containing 

engravings  by  Callot  and  Sebastian  le  Clerc.  This  latter  impression, 

though  taken  on  inferior  paper,  is  nevertheless  in  a  much  better  state  of 

preservation  than  the  other ;  but  the  ink  is  of  a  greyer  hue,  and  one  might 

readily  fancy  that,  as  M.  Duchesne  the  learned  writer  asserts,  it  was  printed 

before  the  final  completion  of  the  plate. 

In  support  of  the  opinion  which  we  before  indirectly  expressed,  that  the 

practice  of  taking  impressions  from  engraved  plates  of  metal  might  well  be 

a  kind  of  fortuitous  result  of  a  mere  professional  tradition  incidental  to  the 
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goldsinith's  art,  we  may  remark  that  most  of  the  engravings  which  have 
been  handed  down  to  us  as  belonging  to  the  era  fixed  upon  for  the  in- 

vention of  engraving,  are  the  work  of  Italian  goldsmith-engravers.  More 
than  four  hundred  specimens  of  this  date  have  been  preserved ;  among  the 

artists  we  must  mention  Amerighi,  Michel- Angelo  Bandinelli,  and  Philippo 

Brunelleschi,  of  Florence ;  Forzoni  Spinelli,  of  Arezzo  ;  Furnio,  Gesso,  Bossi, 

and  Raibolini,  of  Bologna ;  Teucreo,  of  Siena ;  Caradosso  and  Arcioni,  of 

Milan ;  Nicholas  Rosex,  of  ̂ fodena,  of  whose  work  we  have  three  nielli  and 

more  than  sixty  engravings ;  Antonio  Pollajuolo,  who  engraved  a  print  called 

the  *'  Fight  wdth  Cutlasses,"  representing  ten  naked  men  fighting ;  lastly, 

Fig.  214. — Fac-simile  of  a  Niello  executed  on  Ivory,  from  the  original  design  of  Stradan,  representing 
Columbus  on  board  his  Ship,  during  his  first  Voyage  to  the  West. 

the  most  skilful  of  the  metal-chasing  goldsmiths  after  Finiguerra,  Peregrino 

of  Cesena,  who  has  left  his  name  and  his  mark  on  sixty- six  nielli. 

More  special  mention  must  be  made  of  Bartholomew  Baldini,  better 

known  under  the  name  of  Baccio,  to  w^hom  we  owe,  in  addition  to  some 

large  engravings  both  of  a  sacred  and  of  a  mythological  character,  twenty 

vignettes  designed  for  the  folio  edition  (1481)  of  Dante's  "Inferno;"  of 
Andrea  Mantegna,  a  renowned  painter,  who  himself  engraved  many  of  his 

own  compositions;  and  of  John  van  der  Straet,  called  Stradan  (Fig.  214), 

who  executed  at  Florence  many  remarkable  plates. 

We  find  in  Germany  an  engraver  w^ho  dates  several  of  his  works  in  the 
year  1466,  but  on  none  of  them  has   he  left  more  than  his  initials,   E.  S. 
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This  has  not  fallod  to  tax  the  in<:oiiuity  of  those  who  Wi)iiM  establish  his 
individuality  in  some  authentic  way.  Some  have  asTrce  1  to  call  him  Edward 

Schon  or  Stern,  on  account  oi  the  stars  he  frequently  introduces  into  the 

borders  of  tlie  vestments  oi'  his  fi<!:ures  ;  one  asserts  that  he  was  iKjrn  in 
Bavaria,  because  in  a  specimen  of  his  works  is  the  figure  of  a  woman  holding 

Fig.  215. — Fac-siniilc  of  the  letter  X  I'rom  tl:c  "  Grotesque  Alphabet,"  engrave  J  by  the  ''  blaster  of  14C6." 

a  shield  emblazoned  with  the  arms  of  that  country  ;  another  believes  him  to 

have  been  a  Swiss,  because  he  twice  engraved  the  ''  Pilgrimage  of  St.  Mary 

of  Einsiedeln,"  the  most  celebrated  in  the  country.  But  those  amateur  > 

who,  upon  the  whole,  think  more  of  the  work  than  the  workman,  are  content 

to  designate  him  as  the  JIasfcr  of  146G. 
R 
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This  engraver  has  left  behind  him  three  hundred  examples,  most  of  them 

of  small  dimensions,  among  which,  indej)endently  of  sundry  very  curious 

compositions,  we  must  notice  two  important  series,  namely,  an  Alphahet 

comjiosed  of  grotesque  figures  (Fig.  215),  and  a  pack  of  Numeral  CardSy  the 

greater  part  of  which  are  in  the  Imperial  Library. 

At  almost  the  same  epoch  Holland  also  presents  us  with  an  anonjonous 

engraver,  who  might  be  called  t/ie  Master  of  1486,  from  the  date  on  one 

only  of  his  engravings.  The  works  of  this  artist,  whose  manner  exhibits 

a  powerful  and  original  style,  are  very  rare  in  any  collections  not  belong- 

ing to  the  country  in  which  he  worked.  The  Cabinet  of  Engravings  at 

Amsterdam  possesses  seventy-six  of  them,  while  that  of  Vienna  has  but 

two,  that  of  Berlin  one  only,  and  that  of  Paris  six,  among  which  we  may 

remark  "Samson  sleej)ing  on  the  knees  of  Delilah,"  and  "St.  George,"  on 
foot,  j^iercing  with  his  sword  the  throat  of  the  dragon  which  menaced  the 

life  of  the  Queen  of  Lydia. 

We  have  still  three  comparatively  celebrated  engravers  to  mention  before 

reaching  the  epoch  at  which  Marc- Antonio  Raimondi  in  Italy,  Albert  Durer 

in  Germany,  and  Lucas  van  Leyden  in  Holland,  all  simultaneously  flourished. 

Martin  Schongauer,  for  some  time  designated  by  the  name  of  Martin 

Schon,  who  died  at  Colmar  in  1488,  was  a  good  painter  as  well  as  a  skilful 

engraver.  More  than  one  hundred  and  twenty  specimens  of  his  work  are 

known,  the  most  important  of  which  are — "Christ  bearing  His  Cross," 

"The  Battle  of  the  Christians"  (waged  against  the  infidels  by  the  apostle 

St.  James),  both  very  rare  compositions  of  large  size;  the  "Passion  of  Jesus 

Christ,'*  the  "Death  of  the  Yirgin,"  and  "St.  Anthony  tormented  by 

Demons,"  one  proof  of  which,  it  is  said,  was  coloured  by  Michel-Angelo. 
We  must  add  (and  this  circumstance  shows  again  the  kind  of  direct  relation 

which  we  have  already  noted  as  existing  between  engraving  and  goldsmith's 
work),  that  Martin  Schongauer  also  engraved  a  pastoral  staff  and  a  censer, 

both  of  very  beautiful  workmanship. 

Israel  van  Mecken  (or  Meckenem),  supposed  to  be  a  pupil  of  Francis 

van  Bocholt,  as  he  worked  at  Bocholt  previous  to  the  year  1500,  is,  of  all 

German  engravers  of  this  epoch,  the  one  whose  works  arc  most  extensively 

known.  The  Cabinet  of  Engravings  in  the  National  Library,  Paris, 

possesses  three  volumes  of  his  engravings,  containing  two  hundred  and 

twenty-eight  superb  examples  ;  among  these  we  must  especially  notice  a 

composition  engraved  on  two  plates  of  the  same  height,  "  St.  Gregory  per- 

ceiving the  Man  of  Sorrows  at  the  Moment  of  the  Mass."  We  must  confine 

ourselves  to  the  mention,  in  addition,  of  his  "  St.  Luke  painting  the  Portrait 

of  the  Yirgin;"  "St.  Odile  releasing  from  Purgatory,  by  his  prayers,  the 

Soul  of  his  Father,  Duke  Etichon;"  "Herodias"  (Fig.  216)  ;  and  "Lucretia 
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killing  herself  in  tlic  presence  of  CoUatinus  and  others,"  which  last  is  the 
only  subject  this  artist  has  taken  from  profane  histor3^ 

We  mention  Wenceslaus  of  Olmutz,  who  was  engaged  in  engraving  from 

the  year  1481  to  1497,  with  the  especial  object  of  describing  an  allegorical 

print  due  to  his  hiirin ;  it  may  serve  to  give  a  notion  of  the  fantastic  tendency 

impressed  on  the  ideas  of  the  day  by  the  religious  dissensions  which  arose  at 

this  epoch  between  several  princes  of  Germany  and  the  court  of  Rome.  This 

print,  or  rather  this  graphic  satire,  most  of  the  allusions  in  which  are  now 

lost  to  us,  represents  the  monstrous  figure  of  a  woman  entirely  naked,  seen  in 

profile,  and  turning  to  the  left,  her  body  covered  with  scales,  with  the  head 

and  mane  of  an  ass ;  her  right  leg  terminates  in  a  cloven  foot,  and  the  left  in 

a  bird's  claw  ;  her  right  arm  is  terminated  by  the  paw  of  a  lion,  and  the  left 

by  a  woman's  hand.  The  back  of  this  fantastic  being  is  covered  with  a  hairy 
mask,  and  in  place  of  a  tail  she  has  the  neck  of  a  chimera,  with  a  deformed 

head  from  which  darts  a  serj^ent's  tongue.  Above  the  engraving  is  written, 

'^ Roma  Cajmt  Miouir^  ('^Eome,  the  head  of  the  world").  On  the  left  hand 
is  a  three- storied  tower,  upon  which  a  flag  adorned  with  the  keys  of  St.  Peter 

is  floating.  On  the  chateau  is  written,  "  Castclagno  "  (Castle  of  St.  Angelo) ; 

in  the  foreground  is  a  river,  upon  whose  waves  is  traced  the  word  ''Tcvcre^' 

(the  Tiber);  lower  still  is  the  word  "lanvarii^^  (January),  below  the  date 
149G ;  on  the  right,  in  the  background,  is  a  square  tower,  upon  which  is 

written,  ̂ '  Tore  Bl  Nona  "  (Tower  of  the  Nones)  ;  on  the  same  side,  in  front, 
is  a  vase  with  two  handles,  and  in  the  centre  of  the  lower  part  the  letter  W, 

the  monogrammatic  signature  of  the  engraver.  Our  interest  in  this  plate  is 

increased  by  the  date  it  bears ;  for,  being  engraved  by  means  of  aquafortis,  it 

proves  that  Albert  Durer  is  wrongful^  regarded  as  the  inventor  of  this  mode 

of  engraving,  more  expeditious  than  with  the  hiiri)),  as  the  oldest  aquafortis 

work  of  Albert  Durer  is  dated  1515,  that  is  to  say,  nineteen  years  later  than 
that  of  Wenceslaus  of  Olmutz. 

AYe  now  come  to  three  great  artists  who,  at  a  period  in  which  the 

art  of  engraving  had  made  the  most  remarkable  progress,  availed  them- 

selves of  it  for  producing  works  Avhich  eminently  characterise  each  master 
respectively. 

Albert  Durer,  born  at  Nuremberg  in  1471,  was  a  vigorous  painter,  and 

was  not  less  remarkable  for  the  productions  of  his  hurin  and  etching- 
needle.  We  do  not  intend  to  describe  all  his  works,  though  all  are 

worthy  of  notice,  but  must  content  ourselves  with  mentioning  "  Adam  and 

Eve  standing  by  the  Tree  of  Knowledge  of  Good  and  Evil,"  a  small  plate 

of  delicate  workmanship  and  admirable  perfectness  of  design  ;  the  *'  Passion 

of  Jesus  Christ,"  in  a  series  of  sixteen  plates ;  '^  Christ  in  the  Garden 

of    Gethsemane,"  the  first   work   executed   by  this    master    by  means    of 



lig.  217. — •■  Sr.  Hubert  praying  bctjre  the  Cross  borne  by  a  S:ng."     E-i^ravcd  by  Albert  Dure: 



246  ENGRA  VING. 

aquafortis,  tlien  a  new  mctliod,  whicli  gave  rise  to  an  idea,  not  dispelled  for 

some  time,  that  this  print  and  several  others  were  engraved  on  iron  or  tin ; 

several  examj^les  of  the  "  Yirgin  and  Child,"  which  are  all  remarkable  for 
expression  and  simplicity,  and  have  received  odd  soubriquets  on  account  of  some 

accessory  object  which  accompanies  them  (for  instance,  the  "  Virgin  with  the 

pear,  butterfly,  ape,"  &c.)  ;  the  "Prodigal  Son  keeping  Swine,"  a  composi- 

tion in  which  the  painter  himself  is  represented ;  "St.  Hubert  praying  before 

the  Cross  borne  by  a  Stag  "  (Fig.  217),  a  very  rare  and  beautiful  plate  ;  the 

"  Knight  and  the  Lady ;  "  lastly,  "  Death  and  the  Knight,"  a  chef-cVceuvre, 
dated  1515,  and  representing  Francis  of  Sickingen,  who  was  destined  to  be 

the  firmest  supporter  of  Luther's  Reformation. 
Marc-Antonio  Raimondi,  born  at  Bologna  about  the  year  1475,  was  first  a 

pupil  of  Francis  E-aibolini,  and  afterwards  of  Raphael,*  whose  style  he  often 
followed,  and  in  his  compositions  did  his  utmost  to  imitate  his  pure  and 

noble  manner.  Everything  in  his  designs  is  ideally  true,  and  all  is  harmo- 
nious in  the  ensemhle  of  his  works.  Most  of  his  engravings  still  existing  are 

very  much  sought  after,  and  as  any  description  we  could  give  would  convey 

but  an  imperfect  idea  of  the  excellence  of  these  works,  the  strongest  testi- 

mony in  favour  of  their  merit  will  be  to  mention  the  high  prices  given  for 

certain  prints  by  this  master  at  the  public  sale  which  took  place  in  1844. 

For  example : — "  Adam  and  Eve,"  a  print  after  Raphael,  1,010  francs 

(£40)  ;  "  God  commanding  Noah  to  build  the  Ark,"  from  the  same  master, 

700  francs  (£28)  ;  the  "  Massacre  of  the  Innocents,"  1,200  francs  (£48)  ; 

"  St.  Paul  preaching  at  Athens,"  2,500  francs  (£100)  ;  the  "  Lord's 

Supper,"  2,900  francs  (£116)  ;  the  "  Judgment  of  Paris,"  which  is 

regarded  as  the  chef-d'oeuvre  of  Marc  Antonio,  3,350  francs  (£134)  ;  three 

pendentives  of  the  "  Farnesina,"  1,620  francs  (£64  10s.),  &c.  Subsequently 
these  enormous  prices  have  been  even  exceeded. 

Lucas  van  Ley  den,  born  in  1494,  and,  like  Albert  Durer,  a  clever  painter 

as  well  as  skilful  engraver,  has  left  about  eighty  plates,  the  most  remarkable 

of  which  are  "  DaA'id  plaj^ing  the  Harp  before  Saul ;  "  the  '*  Adoration  of  the 

Magi ;  "  a  large  "  Ecce  Homo,"  engraved  by  the  artist  at  the  age  of  sixteen ; 

a  "  Peasant  and  Peasant- woman  with  a  Cow  ;  "  the  "  Monk  Sergius  killed  by 

Mahomet ; "  the  "  Seven  Virtues  ;  "  a  plate  called  the  "  Little  Milkmaid," 

very  rare ;  lastly,  a  "  Poor  Family  travelling,"  of  which  only  five  proofs  are 

known ;  they  were  bought  for  sixteen  louis  d'or  by  the  Abbot  of  Marolles, 
when  he  formed  his  cabinet  of  prints,  which  became  one  of  the  richest 

additions  to  the  French  National  Library. 

*  That  Marc-Antonio  studied  painting  under  Raphael,  as  is  here  implied,  is  more  tlian 

doubtful,  though  he  engraved  a  very  large  number  of  that  master's  compositions,  and  was  highly- 
esteemed  by  him. — D. 
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Fig.  218.—"  Phalaris,  Tyrant  of  A.?ri?cntum,  causing  Victims  destined  to  be  burnt  alive  to  be  shut  up  in  a  Brazen  Bull. 

Engraved  by  P.  Woeiriot.    (French  School  of  the  Sixteenth  Ccnturj-.) 
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In  a  befittiug  rank  below  these  famous  artists  we  may  class  a  French 

engraver,  Jean  Daret,  born  at  Langres  in  1488,  who  was  goldsmith  to 

Henri  II.,  and  executed  several  beautiful  allegorical  plates  on  the  loves  of 

the  king  and  Diana  of  Poitiers,  as  well  as  twenty-four  compositions  taken 

from  the  ApocalyjJse ;  also  Pierre  Woeiriot  (or  Yoeiriot),  an  engraver  and 

goldsmith  of  Lorraine,  born  in  1531,  who  j^roduced  numerous  fine  works 

down  to  the  end  of  the  centinv ;  the  most  famous  of  them,  designated  by 

the  name  of  the  ''  Bull  of  Phalaris " 

(Fig.  218),  rcjDresents  the  tyrant  of 

Agrigentum  shutting  up  human  victims 
in  the  brazen  bull. 

There  were  at  work  in  Italy  at  the 

same  epoch  Augustine  of  Musi  (Agustino 

de  Musis,  called  the  Venetian),  Giacomo 

Caraglio,  the  Ghisis,  Eneas  Yico ;  in 

Germany,  ̂ Vltdorfer  (Fig.  219),  George 

Pencz,  Aldegrever,  Jacque  Binck,  Bartol 

and  Hans  Sebald  Beham  (Fig.  220),  who 

are  designated  under  the  collective  name 

of  the  "Little  Masters;"  in  Hulhuicl, 

Thierry  (Dirk)  van  Staren. 
In  the  course  of  the  sixteenth  century 

engraving  reached  its  culminating  point, 

and  at  that  time  Italy  and  Germany  no 

longer  took  the  lead  in  this  branch  cf 

art,  for  the  most  skilful  and  renowned 

masters  then  belonged  to  Holland  and 
Franco. 

Those  of  Holland  were  Henry  Goltzius 

(or  Goltz),  born  in  1558,  and  his  pupils 

iMatham  and  the  Mullers,  whose  vigorous  gravers  might  remind  one  of 

brilliant  effects  of  colour  without  any  loss  of  purity  of  design;  the  two 
brothers,  Boetius  and  Scheltius  Bolswaert,  so  called  from  their  native  town 

Bolswaert,  born  in  1580  and  158G  respectively;  Paul  Pontius  and  Lucas 

Yosterman,  both  born  in  1590,  whose  engravings  so  well  represent  the 
ehiayosciiyo  and  colour  of  Yan  Dyck  and  Jordaens. 

In  France  was  Jacques  Callot,  born  in  159-1,  whose  works  were  both 

numerous  and  original,  and  enjoyed  a  somewhat  popular  celebrity ;  among 

them  the  most  worthy  of  remark  are  the  ̂ 'Temptation  of  St.  Anthony," 

the  ''Fair  of  the  Madonna  d'Imprunette,"  "The  Garden"  and  the  "  Parterre," 
both  scenes  in  Nancy;  as  well  as  several  series,  such  as  the  "Miseries  of 

l-ii 

219.—"  Repose  of  the  Holy  Family." 
Engraved  by  A.  AltdoiLr. 
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PROXim/StA^SVMM)<lFiniDMANDVS^CAESAEE'>CARID^k^^^^ 
REX»  RGMANGRVM  -  5  IC»T  VLIT^  OR  A^  GEMAS 

A.ET  -  S VAE  ̂   XXIX  •  *^  ■ ' 

■■\-;':svS.';v--.'.;^ri?? 

Fig.  210.— FoiJinanJ  1.,  liroihcrof  Charles  V.     Engraved  by  ]iart.  rcham  in  1531. 
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"War,"  &c.  There  were  also  Michael  Lasne,  born  In  1596,  who  engraved  a 
number  of  historical  portraits ;  and  Etienne  (Stephen)  Baudet,  who  repro- 

duced eight  large  landscapes  after  Poussin. 

A  separate  notice  is  reserved  for  Jonas  Suyderoef,  born  at  Ley  den  in 

1600,  who,  by  combining  the  graver,  the  etching-needle,  and  aquafortis, 

gave  an  exceptional  character  to  his  works.  Among  the  two  hundred 

engravings  by  this  master  the  most  admired  are  the  "  Treaty  of  Munster,'' 

after  Terburg's  picture  in  the  London  K^ational  Gallery ;  and  the  "  Burgo- 
masters of  Amsterdam  receiving  the  I^ews  of  the  Arrival  of  Queen  Mary  of 

Medicis,'*  after  De  Keyser. 
^Ve  are  now  touching  closely  upon,  even  if  we  have  not  already  exceeded, 

the  limits  to  which  we  are  prescribed  by  the  scoj^e  of  our  notices ;  but 

as  the  history  of  engraving  does  not  present,  like  that  of  so  many  other 

arts,  the  spectacle  of  a  grievous  decadence  after  a  period  of  brilliancy,  we 

cannot  without  regret  come  to  a  conclusion,  when  mention  might  still  be 

made  of  many  distinguished  names  among  the  engravers  of  every  country. 

We  should  also  scarcely  be  able  to  pass  on  to  another  subject  without 

having  alluded  to  those  men  whose  works  belong,  indeed,  to  the  following 

epoch,  but  the  date  of  whose  birth  connects  them  with  that  we  are 

considering.  We  could  not,  in  fact,  assume  to  have  treated  of  engraving 

had  we  passed  over  in  silence  Yan  D^'ck,  Claude  Lorraine,  and  E-embrandt 
(Fig.  221),  those  greatest  of  masters  who  were  equally  celebrated  for 

painting  and  engra^s'ing.  In  truth,  perhaps,  we  could  not  say  anything 
of  them  which  would  not  be  superfluous. 

Who  is  not  acquainted  with  at  least  some  few  works  by  Yan  Dyck  ? 

This  celebrated  pupil  of  Hubens  has  left  in  painting  as  many  masterpieces 

as  canvases ;  and  in  engra^-ing  he  knew  how  to  give  to  his  etching-needle 
so  much  verve  and  spirit,  that  his  prints  are  perfect  models  to  follow,  and 

have  never  been  surpassed.  Who  is  there  that  does  not  admire  the  land- 

scapes of  Claude  Lorraine,  which  are  equally  remarkable  for  the  light  diffused 

over  them,  and  the  misty  atmosphere  that  tempers  its  brilliancy  ?  We 

all  know  this  master  produced,  as  if  for  recreation,  certain  engravings 

which  for  truth  and  melancholy  {melancolie)  are  hardly  surpassed  by  his 

marvellous  paintings.  And  how  can  we  speak  of  Kembrandt  without 

seeming  to  be  coixmionplace  ?  For  his  fertile  and  varied  talent  no  difficulty 

ever  seemed  to  exist ;  a  theme,  the  most  simple  and  common  in  appearance, 

becomes  in  his  hands  the  basis  of  a  masterly  conception ;  nature,  to  which 

he  seemed  to  lend  a  new  life,  while  seizing  upon  its  most  striking  realities, 

was  for  him  an  inexhaustible  source  of  fine  conceptions. 

The  mention  of  these  artists  on  the  threshold  of  an  epoch  into  which  we 

are  precluded  from  following  them,  must  suffice  to  convey  some  idea  of  the 
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height  that  art  had  attalii('(l  (hiring  this  century.  AVe  will,  liowcvcr, 

enumerate  after  them  a  few  names  amony*  foreign  cnj^ravers.  The  Memish 

artists,  Nicohis  Bcrghem  and  Paul  Potter,  hoth  gnat  animal-painttTs,  have 

left  some  i)rinls  in  aquafortis  lor  the  jx)ssession  of  whieh  amateurs  contend; 

Wenceslaus  Hollar,  an  Ijigli^h  artist,  though  a  IJohemian  by  birth,  engraved 

Fig.  221.—"  Portrait  of  John  Lutma,  GoUsmith  of  Groningen."    Designed  and  Etched  by  Rembrandt. 

''  The  Queen  of  Shcba,"  after  Veronese ;  to  Cornelius  Yisscher,  a  Dutchman, 

we  owe  the  famous  ''  Seller  of  Ratsbane  ;'*  and  to  Stefano  della  Bella,  of 

Florence,  the  "  View  from  the  Pont-Xeuf,  Paris."  Rupert,  the  Prince- 

Palatine  (nephew  of   Charles   I.  of  England),  was  the  inventor  of  mezzo- 
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tiiito  ;*  and  AVilliani  Faitliornc,  an  Englisliman,  engraved  several  portraits 
after  Van  Dyek.  France  also  presents  to  our  notice  some  justly  celebrated 

names.  The  views  of  towns  by  Israel  Silvestre,  of  Xancy,  are  very 

beautiful ;  Francois  de  Poilly,  of  Abbeville,  reproduced  several  pictures 

by  Hapbael ;  Jean  Pesne,  of  Rouen,  himself  a  j^ainter,  engraved  especially 

after  Poussin ;  Antoine  Masson,  of  Orleans,  has  left  a  print  of  the  "  Pilgrims 

of  Emmaus,"  after  the  picture  by  Titian,  which  is  regarded  as  a  chef-cVceuvro. 

Lastly,  Robert  ̂ N^anteuil,  of  Rheims,  the  famous  portrait -painter,  engraved 
Perefixe,  Archbishop  of  Paris,  four  times ;  the  xVrchbishop  of  Rheims 

five  times  ;  Colbert  six  times  ;  Michel  Le  Tellicr,  Chancellor  of  France,  ten 

times ;  Louis  XIY.  eleven  times,  and  Cardinal  Mazarin  fourteen  times. 

*  It  is  now  known  that  mezzotint  was  the  invention  of  Ludwig  von  Siegen,  who  was  horn 
in  1G09  and  died  about  1680.  The  first  plate  engraved  in  the  method  was  a  portrait  of  the 
Landgravine  of  Hesse,  which  is  dated  1G43.  Prince  Eupert  was  no  more  than  one  of  its  earliest 
practitioners. — A. 

Fig.  222. — "  The  Holy  Virgin."     Engraved  by  AlJegrcvcr  in  152; 
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Orifj^in  of  Christian  Sculpture. — Staturs  in  CJold  niid  Silvfr. — Traditions  of  Anti(iuc  Art.— Sculp- 
ture in  Ivory.— The  Icono(d:i.sts.— Diptyclis.-Thc  hi^^hcst  Style  of  Sculpture  follows  the 

Phases  of  Auhitccturc— Cathedrals  and  Monasteries  from  the  Year  1000.— Schools  of 
Burgundy,  Champagne,  Normandy,  Lorraine,  &e.— German,  English,  Spanish,  and  It^ilian 
Schools. — Nicholas  of  Pisa  and  his  Successors.— Position  of  French  Sculpttirc  in  the  Thir- 

teenth Century.— Florentine  Sculpture  and  Ghiherti.— French  Sculptors  from  the  Fifteenth 
to  the  Si.xteenth  Century. 

T  is  an  indisputable  fact  tliat  tlic  cpocli  in  wliicli  tlic  Emperor 

<^%W  Constantine,  by  receiving-  baptism,  effected  the  triumph  of  Cliris- 
rMIIs  tianity,  developed  a  kind  of  revival  in  tlie  movement  of  the 

decorative  arts,  the  ideas  of  which  were  then  exclusively  directed 
to  the  exaltation  of  the  new  faith.  To  construct  numerous 

basilicas,  to  adorn  them  magnificently,  and  by  means  of  the 

chisel  to  embody  in  a  material  form  the  spiritualism  of  the 

Gospel,  were  the  objects  of  this  pious  monarch.  Gold  and 

silver  were  the  less  spared,  as  marble  was  considered  too 

common  a  substance  in  wliieh  to  represent  the  sacred  personages  of  the 

divine  hierarchy.  At  Constantinople,  in  the  basilica  constructed  by  Con- 
stantine, there  was  represented,  on  one  side  of  the  apse,  a  seated  figure  of 

our  Saviour  surrounded  by  His  twelve  disciples  ;  on  the  other  side,  Christ 

was  represented  also  sitting  on  a  throne  and  accompanied  by  four  angels, 

who  had  precious  stones  inlaid  to  represent  their  eyes.  All  these  figures 

were  life-size,  and  made  of  silver  rcjwusse,  each  one  weighing  from  ninety 
to  a  hundred  and  ten  pounds.  In  the  same  church,  a  canopy  representing 

the  Apostles  and  cherubim  in  relief,  of  polished  silver,  weighed  more  than 

two  thousand  pounds.  But  these  splendours  were  even  eclipsed  by  those 

of  the  font  of  porphyry  in  which  Constantine  received  baptism  from  the 

hands  of  Bishop  Sylvester.  The  part  whence  the  water  flowed  away  was 

adorned  with  massive  silver  over  an  extent  of  five  feet,  and  for  the  purpose 

three  thousand  pounds  of  this  precious  metal  were  employed.  In  the  centre, 

columns  of  gold  supported  a  lamp  of  the  same  metal  weighing  fifty-two 
pounds,  in  which,  during  the  feast  of  Easter,  two  hundred  pounds  of 

perfumed  oil  were  burnt.      The  water  was  poured  into  the  font  through 
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the  image  of  a  lamb  of  solid  gold,  weighing  thirty  pounds.  On  the  right 

was  a  life-size  representation  of  our  Saviour,  weighing  a  hundred  and 

seventy  pounds  ;  on  the  left  was  a  statue  of  John  the  Baptist  of  the  same 

size  ;  while  seven  hinds  of  silver  placed  around  the  font,  and  pouring  water 

into  the  basin,  harmonised  in  their  dimensions  and  materials  with  the  other 

figures. 
We  would  not  assert  that  these  works,  pompously  enumerated  by 

Anastasius,  the  Librarian,  corresponded  in  purity  and  elevation  of  style 

with  the  richness  of  the  materials  employed ;  for  we  know,  on  the  contrary, 

that  in  order  to  comply  with  the  wishes  of  the  powerful  emperor,  artists  were 

found  who,  by  simple  substitution  of  heads,  attributes,  or  inscriptions, 

converted  without  any  scruple  a  Juj^iter  into  God  the  Father,  or  a  Venus 

Fig.  223. — Altar  of  Castor  (a  Gallo-Roman  Sculpture),  discovered  in  1711  under  the 
Choir  of  Notre-Dame,  Paris. 

into  a  Virgin.  The  large  cities  were  not  as  yet  depopulated  of  the 
innumerable  crowd  of  statues  which  adorned  them;  and  it  was  only  in 
provinces  far  from  the  metropolis  that  the  images  of  the  false  gods  were 
buried  under  the  fragments  of  their  overthrown  temples  (Figs.  223  and  224). 

In  fact,  before  the  art  had  adopted,  or  rather  created,  the  system  of 
Christian  symbolism,  it  was  absolutely  necessary  to  borrow  the  elements 
of  its  existence  from  the  glorious  materials  of  the  past,  and  even  to 
imitate  the  works  of  Pagan  art. 

In  Greece  more  than  elsewhere — and  by  Greece  we  include  Constanti- 

nople— statuary  preserved,  under  Constantine  and  his  earliest  successors,  a 
certain  degree  of  power  which  we  might  call  original.  The  design  still 
adhered  to  beautiful  forms,  and,  in  the  arrangement  of  subjects,  the  principles 
of  the  ancients  were  for  a  long  time  applied,  as  if  instinctively.  Although 

artists  no  longer  studied  nature,  they  w^ere,  at  all  events,  surrounded  by 
excellent  models,  which  guided  them  with  somewhat  imperious  rule. 
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We  luive  already  seen  tliat,  amoiij^  the  barbaric  chiefs  wlio  invaded 

the  empire  of  the  Ciesars  and  seated  themselves  on  the  Iinpcrial  throne  of 

Rome,  were  some  who,  at  a  certain  period,  professed  to  be,  if  not  the 

protectors  of  the  Fine  Arts,  which  had  then  sunk  into  t()r[)()r,  at  least 

the  preservers  of  the  Greek  and  lloman  monuments  belon<i^ln<^  to  the 

noblest  epoch  of  Art.  The  statues  were  no  lon;^er  broken  down ;  the 

inscriptions  and  bas-reliefs  ceased  to  be  mutilated  ;  the  triumplial  arclies 

(Fig.  22'3),  the  palaces,  and  the  theatres,  were  respected,  or,  ratlier,  were 

left  standing.  But  a  kind  of  deadness  had  come  over  the  artistic  world, 

and  a  few  sympathetic  manifestations  of  this  kind  were  not  sufficient  to 

reanimate  its  enervated  spirit ;  it  was  necessary  that  the  period  of  repose 

should  be  fully  accomplished — a  period  which,  in  the  views  of  Providence, 

was  perhaps  a  phase  of  profound  contemplation  or  preparatory  development. 

Fig.  224. — Altar  of  Jupiter  Ceraunus  vGallo-Roman  Sculpture),  discovered  in  1711, 
under  the  Choir  of  Xotre-Dame,  Paris. 

Nevertheless,  although  the  art  which  gives  life  to  marble  and  bronze,  the 

higher  style  of  sculpture,  was  in  a  stationary  or  retrograde  state,  the  lower 

kind,  which  we  may  call  domestic,  preserved  some  degree  of  activity. 

For  instance,  it  was  then  the  custom  for  great  personages  to  send  as  presents 

diptychs  of  ivory,  on  the  outer  face  of  which  were  carved  bas-reliefs 

recalling  some  memorable  event.  Monarchs,  on  their  accession,  were  in 

the  habit  of  distributing  diptychs  of  this  kind  to  governors  of  provinces 

and  bishops ;  and  the  latter,  in  order  to  testify  to  the  good  understanding 

existing  between  the  civil  and  religious  authorities,  placed  the  diptych  on 

the  altar.  A  marriage,  a  baptism,  or  any  success,  gave  occasion  for  the 

presentation  of  diptychs.  For  two  centuries  artists  lived  on  nothing  but 

this  kind  of  work.  It  needed  events  of  some  very  extraordinary  character 

to  cause  the  production  of  any  monument  of  real  sculpture. 

In  the  sixth  century   the  cathedrals   of   Home,    Treves,    Metz,    Lyons, 
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Elioclez,  Aries,  Jiourgcs,  and  the  abbeys  of  St.  Medard  at  Soissons,  St.  Oiicn 

at  Rouen,  and  St.  ̂ Martin  at  Tours,  arc  mentioned  as  remarkable ;  and  j^et 
the  walls  of  these  edifices  were  nothing  but  bare  stone,  without  cither  orna- 

ment or  sculjDture.  "  To  become  living  stones,'*  sa3^s  !M.  J.  Duseigneur, 
''  they  had  to  wait  for  another  age.  The  whole  of  the  ornamentation  was 
exclusively  aj^plied  to  the  altar  and  the  baptismal  font.  The  tombs  even  of 

great  personages  present  the  most  primitive  simplicity."     (Fig.  226.) 
Ancient  Gaul,  in  spite  of  its  disasters,  still  retained,  in  certain  parts  of  its 

Fig.  225. — Restoration  of  a  Roman  Triumplial  Arcli,  with  its  I'as-rcliets. 

territory,  men,  or  rather  groups  of  men,  in  whose  hearts  the  cultivation  of 

Art  still  remained  a  living  princij^le.  This  was  the  case  in  Provence,  round 

the  archbishops  of  Aries  ;  in  Austrasia  (Metz),  near  the  throne  of  Brunehaut ; 

in  Burgund}",  at  the  court  of  King  Gontran.  Most  of  the  works  and  even 
the  names  of  these  artists  are  now  lost ;  but  history  has  recorded  the  move- 

ment, which  was,  as  it  were,  a  happy  link  destined  to  abbreviate  the  solution 

of  continuity  in  the  arts  condition. 

At  the  time  when  Greek  art,  in  its  degenerate  state,  had  sunk  down  into 

a  department  of  mere  goldsmith's  work,  casting  over  Europe  only  a  pale 
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and  feeble  llglit  ;  wlicii  jirtists,  in  re]) resenting  sacred  nr  profane  subjects, 

contented  themselves  with  simple  medallions  of  bronze,  gold,  or  silvei-, 

which  were  fj^cncrally  inserted  in  a  shi'ine,  or  suspended  on  iho  walls;  across 
the  seas  Byzantine  art  was  springinj^  into  life ;  an  art  which  blended 
Hellenic  reminiscences  with  Christian  sentiment. 

In  the  eighth  century,  the  epoch  of  the  uprising  of  the  Iconoclasts  against 

images  of  all  kinds,  Byzantine  sculpture  had  ac(piired  certain  well-mark(d 

characteristics  :  rigidness  of  outline,  meagreness  of  form,  elongation  of  the 

proportions,  combined  with  great  profuseness  of  co>tume  ;  all  was  the  expres- 

sion of  saddened  resignation  and  costly  grandeur.  The  monumental  statuaiy 

of  this  age  has,  however,  almost  entirely  disappeared,  and  we  should  be  nearly 

destitute  of  any  accurate  record  as  to  the  state  of  art  for  a  period  of  several 

centuries,  were  it  not  for  numerous  diptj'chs  which,  to  some  extent,  su]»ply 
this  want.     Many  of  these  sacred  diptychs  were  exquisitely  wrought. 

Gori,  in  his  *'  Tresor  des  Diptyques/'  written  in  Latin  and  published  at 

I'lorence   in    l?")!),    divides   these    monuments   into   four    classes:    dijjtvdis 

■
^
 

Fig.  226.— A  Stone  Tomb,  of  one  of  the  first  Abbots  of  St.  Germain-des-Pres,  Paris. 

intended  to  receive  the  names  of  the  newly  baptised ;  those  -w  herein  were 
written  the  names  of  the  benefactors  of  the  Church,  sovereigns,  and  popes ; 

diptychs  to  the  glory  of  saints  and  martyrs ;  and  those  destined  to  preserve 

the  memory  of  the  faithful  (Fig.  227).  Their  outward  surface  generally 

represented  some  scene  taken  from  the  Evangelists,  in  which  Christ  especially 

was  depicted  as  young  and  beardless,  his  head  glorified  with  a  nimbus 

without  a  cross.  The  more  these  representations  were  condemned,  the  more 

they  who  paid  respect  to  them  endeavoured  to  perpetuate  their  use.  The 

Greek  artists,  being  unable  to  find  a  livelihood  in  their  own  country,  made 

their  way  into  Italy  in  such  numbers  that  the  popes  Paul  L,  Adrian  I.,  and 

Pascal  I.,  erected  monasteries  to  receive  them.  O'^'ing  to  the  influence  of 

this  immigration,  Art,  which  in  the  "^"est  was  germinating  in  an  unde- 
cided state  between  a  weak  style  of  originality  and  an  awkward  mode 

of  imitation,  was  compelled  to  assume  a  character  of  its  own,  and  this 

necessarilv  was  the  Bvzantine  character ;  that  is,  a  manner  which  was  firm, 
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clear,  and,  iu  general,  impressed  with  a  certain  imposing  nobility  of  style. 

';rjll)|(Hr-jL''v>||||ri 

vvV       \w^ Fig.  227.— Diptychs  in  Carved  Ivory  of  the  Eleventh  Century.     (M.  Rigollot's  Collection,  Amiens.) 
The  first  compartment  represents  St.  Remy,  Bishop  of  Rheims,  healing  a  paralytic ;  the  second,  St.  Remy 

healing  a  sick  man  by  the  invocation  of  the  sacrament  on  the  altar ;  the  third,  St.  Remy,  assisted  by  a  holy 
bishop,  baptising  King  Clovis,  in  the  presence  of  Queen  Clotilda,  and  receiving  from  the  Holy  Spirit  the 
sacred  ainpulla. 

This   style   attained   all  the  more  success  by  its  being   illustrated  by  very 
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eminent  artists,  wlioin  ('li;irleiiia<^ne  patronised  as  fully  adequate  to  the 
magnifieenee  of  liis  ideas  ;  and  also  beeause  the  richness  of  ornament  which 

this  style  condjincd  with  its  work  was  likely  to  render  it  pleasing  to  the 

populace. 

The  royal  pahices  of  Aix-la-Chapelle,  (ioddiiiga,  Attiniaeum,  and 

Theodonis  Villa,  and  the  monasteries  of  St.  Arnulph,  Treves,  St.  (Jail, 

Salzbonrg,  and  Pri'im  felt  the  salutary  influence  which  Charlemagne 
exercised  on  all  kinds  of  Art.  l*rior  to  I7!J'i,  in  these  various  localities 
precious  remains  were  still  to  be  seen,  reaching  back  to  the  eighth  century  ; 

they  testified  to  the  fact  that,  apart  from  Byzantine  influence,  and  bearing 

the  impress  of  a  simple  Christian  sentiment,  sculpture  still  clung,  owing  to 

Lombard  ascendancy,  to  some  of  the  grand  traditions  of  anticpiity. 

This  union  of  principles  gave  rise  to  a  number  of  works  bearing 

a  remarkable  character.  The  foundation  of  the  abbeys  of  St.  Michel 

(Lorraine),  Isle-lJarbe  (near  Lyons),  of  Ambernay  and  llomans  ;  the  erec- 
tion of  several  of  the  great  monasteries  in  Alsace,  Soissonnais,  I5rittany^ 

Normandy,  Provence,  Languedoc,  and  Aquitaine ;  the  construction  of  the 

imjiortant  churches  of  Metz,  Toul,  Verdun,  llheims,  Autun,  &c. ;  the 

restorations  which  took  jdace  at  the  abbeys  of  Beze,  St.  Gall,  St.  Benignus 

of  Dijon,  Remiremont,  St.  Arnulphe-les  Metz,  and  Luxeuil,  were  of  suffi- 

cient importance  to  occupy  an  immense  number  of  artists,  architects,  and 

sculptors,  who,  like  the  monk  Gundelandus,  abbot  of  Lauresheim,  handled 

the  compasses  and  the  mallet  with  as  much  authority  as  the  crucifix. 

Nothing  could  equal  the  splendour  of  some  of  the  monasteries,  which  were 

perfect  centres  of  genius  and  skill,  in  which  all  the  Fine  Arts  united  were  a 

mutual  assistance  to  one  another  ;  directed,  perhaps,  by  a  master  who  was 

himself  inspired  by  a  feeling  for  elevated  production  (Fig.  228). 

Nevertheless,  the  smaller  examples  of  sculpture  and  car\'ing  con- 
stituted the  principal  work  of  the  artists  of  the  eighth  century.  In  the 

execution  of  any  larger  objects  they  were  deterred  by  a  dread  of  the 

Iconoclasts,  who  still  continued  their  course  of  destruction  ;  neither  was  it 

much  less  after  the  death  of  Charlemagne,  owing  to  the  civil  wars  and 

invasions  which,  in  every  direction,  put  a  stop  to  or  ruined  architectural 

works.  A  shrine  or  an  altar  might  perhaps  be  saved,  but  a  church- 

front  or  doorway  could  not  be  protected  ;  and  the  hereditary  hatred  with 

which  princes  pursued  one  another  did  not  fail  to  be  wreaked  on  their 

effigies.  At  that  time  there  were  neither  artists  nor  monks ;  every  one 

became  a  soldier,  and  the  common  peril  gave  some  energy  to  our  alarmed 
ancestors. 

When  these  invasions  had  almost  come  to  an  end  in  Europe,  the  very 

disasters  they  had  caused  assisted  to  some  extent  the  progress  both  of  archi- s  2 
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tectiire  and  sculpture.  In  tlie  first  place  tliere  sprang  up  a  complete  order  of 

new  buildings,  originated  by  tlie  need  that  arose  for  fresb  edifices  for  tlie 

purpose  of  public  worship ;  tlie  Churcb,  having  a  thousand  disasters  to  repair, 
built  or  restored  a  number  of  monasteries  which  assumed  a  decided  character 

of  individuality.  The  cathedrals  of  Auxerre,  Clermont,  Toul,  the  Church  of 

St.  Paul  at  Yerdun,  the  abbevs  of  Montier-en-Der  and  of  Gorze,  of  Munstcr, 

Fig:.  228.  ~r>as-relief  in  the  Abbey-Church  of  St.  Denis;  a  reproduction  of  the  ancient  Statue  of 

Dagobcrt  I.,  destroyed  in  the  Ninth  Centur}-. 

Cluny,  Celles-sur-Cher,  &c.,  were  specially  adorned  with  the  sculptural  charac- 

teristics of  this  epoch.  Crucifixes  in  high  relief  were  multiplied,  the  intro- 
duction of  which  into  monumental  sculpture  did  not  take  place  before  the 

pontificate  of  Leo  III.  In  the  arched  recesses  over  doorways  representations 

of  the  good  and  the  bad  were  placed  opposite  to  one  another  ;  the  worship  of 

the  Yirgin  was  celebrated   in   all   kinds   of   artistic  productions;    and,  in 
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Hliort,  sculpture  was  displayed  everywhere  with  extraordinary  profuslun. 

Notliing  escaped,  so  to  speak,  its  luxurious  growth  :  amhona*  seats,  arches, 

baptismal  fonts,  columns,  cornices,  bell-turrets,  and  gargoyles^-e  very  thing, 

in  short,  testified  that  sculpture  and  st(jnc  were  now  in  full  harmony.  Almost 

all  the  figures  were  then  represented  as  clothed  in  the  Itoman  style,  with  a 

short  tunic,  and  the  chlamys  clasped  upon  the  shoulder ;  this  still  continual 

to  be  the  court  costume,  and  consequently  the  only  one  suitalde  to  the  repre- 

sentation of  the  exalted  followers  of  Christianity. 

It  is  worthy  of  reuKirk  that  the  monuments  of  this  age  arc  generally 

wanting  both  in  dates  and  the  name  of  the  sculptor.  Xot  more  than  five  or 

six  of  the  principal  artists  or  directors  of  artistic  works  of  the  period  are 

mentioned  by  name  in  any  historical  records.  Among  them,  however,  are 

Tutilon,  a  monk  of  St.  Gall,  who  at  once  poet,  sculptor,  and  painter, 

ornamented  with  his  works  the  churches  of  ̂ layencc  and  Metz ;  Ungues, 

abbot  of  Montier-en-Der ;  Austee,  abbot  of  St.  Arnulph,  in  the  diocese  of 

!Metz  ;  3Iorard,  who,  with  the  co-operation  of  King  Robert,  rebuilt,  towards 

the  end  of  the  tenth  century,  the  old  church  of  Saint  Germain-des-Pres,  at 

Paris ;  lastly,  Guillaume,  abbot  of  St.  Benignus,  at  Dijon,  who  took  under 

his  direction  forty  monasteries,  and  became  chief  of  a  school  of  Art,  as  well 

as  their  head  on  relio-ious  matters.  The  doorways  of  the  churches  of 

Avallon,  Xantua,  and  Yermanton,  executed  at  this  epoch,  bear  witness  to 

the  rigour  of  an  improved  taste ;  and  it  may  be  well  said  that  this  abbot 

Guillaume,  who  for  a  long  series  of  years  directed  a  number  of  artists,  who 

also  in  their  turn  became  chiefs  of  schools,  exercised  as  powerful  an  influ- 

ence on  French  art  as  !Xicholas  of  Pisa  on  Tuscan  art  in  the  following 

century. 

But  although  it  embraced  within  its  influence  a  very  extended  sphere, 

the  school  of  Buro-imdy  did  not  fail  to  find  on  the  ancient  Gallic  soil  very 

skilful  and  industrious  rivals.  The  districts  of  Messin,  Lorraine,  Alsace, 

Champagne,  Xormandy,  and  the  He- de-France,  in  short  all  the  various 

centres  of  the  South,  possessed  numerous  artists,  each  of  whom  impressed  on 

their  works  their  own  special  character  of  individuality. 

^Miile  all  this  activity  was  prevailing  in  France,  Italy  had  as  yet  taken 

so  insignificant  a  part  in  the  revival  of  Art,  that  in  976  Peter  Orseolo,  Doge 

of  Venice,  having  formed  the  idea  of  rebuilding  the  basilica  of  St.  Mark,  wa^ 

compelled  to  summon  from  Constantinoj^lc  both  architects  and  artists. 

A  period  of  check  to  any  progress  took  place  in  France,  however,  just  as 

in  all  the  rest  of  Europe,  when,  at  the  approach  of  the  year  1000,  the  whole 

population  became  possessed  with  the  idea  that  the  end  of  the  world  was  at 

hand ;   but  this  date  once  passed,  every  school  of  art  set  vigorously  to  work, 
*  A  kind  of  pulpit. 
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Fg.  22g.— Tomb  of  Dagoberr,  executed  by  order  of  St.  Louis,  in  the  Abbey-Church  of  St.  Denis.  It  represents 

the  King  carried  away  by  Demons,  after  his  death,  towards  the  Infernal  Bark,  from  which  he  is  rescued  by 
Angels  and  the  Fathers  of  the  Church.     (Thirteenth  Century.) 
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and  tlic  most  remark{i1)l('  nioiiimniits  ol    K'niiiaiicsfjue  arcliitcotiire  sprung  up 

tliroii<^'li()ii(  Europe  in  every  diiection. 

Then  il  \v;is  Ili;i<  tlie  aili^ts  of  I)ur;^un(ly  Imllf  and  ornamenird,  ;tnif)nn^ 

other  chiiiclies  aixl  monasteries,  the  Abbey  o!  ('hmy,  the  apse  of  wliicli  con- 

sisted ol'  a  bold  eu})ida,  supported  by  six  eohmnis  (liiiiy-six  feet  in  lieiglit,  of 
('ipolin  and  JV'nteliean  marbh's,  with  capitals,  cornices,  and  friezes,  carved 

painted,  and  (hn'orated  witli  l)ron/(>.  In  Lonaiiic  they  woi-kcd  at  the  cathe- 

drals of  Toul  and  Verdun,  and  tlie  Abbey  of  Si.  \'ilun.  In  the  diocese  of  Metz 
G outran  and  Adelard,  celebrated  abbots  of  St.  Trudon,  covered  Hasbave  with 

new  buildings.  *' Adelard,"  says  a  chronicler,  ''superintended  the  con- 
struction of  fourteen  churches,  and  his  outlay  was  so  great  that  the  imperial 

treasury  would  scarcely  have  sufficed  for  it."  In  Alsac(?,  the  cathedral  at 
Strasburg  and  the  two  churches  of  Colmar  and  Scliclestadt  simultaneously 

arose,  and  in  Switzerland  the  Cathedral  of  l^asle.  These  magnificent  edifices 

are  still  standing  to  show  the  vigour  and  majestic  simplicity  witli  wliich  the 

art  of  sculpture  was  then  able  to  embody  its  ideas ;  and,  by  lending  its  aid  to 

architecture,  to  miinifest,  so  to  speak,  the  faith  which  actuated  it.  It  was  in 

this  century  that  Fulbert,  Bishop  of  Chartres,  who  was  doubtless  a  sculptor 

also,  superintended  the  restoration  of  his  church,  the  splendour  of  which  is 

still  open  to  the  admiration  of  all.  Art,  too,  did  not  less  distinguish  herself 

in  the  decoration  of  certain  additions  made  at  that  time  to  edifices  already 

existing.  The  doorways  of  the  churches  of  Laon,  Chateaudun,  and  St. 

Ayoult-de-Provins,  grand  works  of  the  earliest  years  of  the  twelfth  century, 

yield  the  palm  only  to  the  splendid  external  ornamentation  of  the  Abbey  of 

St.  Denis,  executed  between  the  years  1137  and  1180.  The  Abbot  Suger, 

who  was  himself  an  eminent  artist,  does  not  name  any  of  the  sculptors  to 

whose  care  this  important  task  was  committed.  We  are  equally  ignorant  as 

to  the  sculptors  of  the  statues  of  Dagobert  and  of  Queen  Nanthilde,  his 

wife ;  and  also  as  to  the  artists  of  a  large  golden  crucifix,  the  foot  of  which 

was  enriched  with  bas-reliefs,  and  the  figure  of  Christ,  that  presented,  says 

Suger,  "an  expression  really  divine."  The  names  of  the  sculptors  of  the 
cathedral  church  of  Paris  are  likewise  concealed  from  our  admiration.  One 

might  suppose  that  a  body  of  artists  fired  with  the  same  inspiration,  and  with 

a  common  sentiment  both  in  thought  and  action,  had  there  assembled  to 

design  their  works  ;  some  sculpturing  in  marble  the  sarcophagus  of  Philip  of 

France ;  some  peopling  the  rood-loft  and  the  apse  w^th  tall  figures  and  a 

long  gallery  of  Biblical  subjects ;  others  decorating  the  facade  and  exterior 

with  statues,  all  of  every  diversified  character,  but  yet  all  appearing  to  unite 

in  the  expression  of  the  same  feelings  and  the  same  faith  (Fig.  230). 

In  the  twelfth  century,  the  Burgundian  artists  continued  their  marvellous 

work.     The  tomb  of  Ilugucs,  abbot  of  Cluny ;  the  doorway  of  the  monastery 
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of  St.  Jean,  tliiit  of  the  Cliurcli  of  St.  Lazare  at  Aiitun ;  tlie  nave  and  tlie 

Avest  front  of  Scmur-en-Aiixois,  are  all  of  this  school,  and  of  this  epoch. 

„  ̂ f — T? 

Fig.  230. — External  Bas-relief  of  Notre-Dame,  in  Paris,  representing  Citizens  relieving  Poor  Scholars. 
(The  work  of  Jean  de  Chclles.    Date  1257.) 

The  school  of  Champagne  raised  to  the  memory  of  Count  Henry  I.,  in 

the  Church  of  Bt.  Etienne,  at  Troyes,  a  tomb  surrounded  Avith  forty-four 

columns  of  gilded  bronze,  surmoimtcd  by  a  slab   of  silver  on  which  were 



SCULPTURK.  liyi 

plciced,  in  a  ivciniibciit  position,  the  statues  of  tliu  Count  an  1  of  one  of  liis 

sons;  bas-reliefs,  in  bronze  and  silver,  representing^  the  JColy  Family,  the 

celestial  court,  angels,  and  pro})hets,  surrounded  this  monument.  The  tomlj 

of  Count  Henrv  was  a  triunipli  of  sculpture  in  metal,  and,  at  that  time, 

surpassed  all  other  tombs  in  France,  just  as  the  Cathedral  of  Itheims  was 

destined,  erj  long,  to  excel  all  others. 

In  Normandy  wc  find  tlic  same  enthusiasm,  the  same  zeal,  the  same 

skill  in  Art  ;  and  there,  at  least,  we  learn  the  names  of  some  of  the 

jirtists :  Otho,  the  builder  of  the  Cathedral  of  Seez  ;  Gamier,  of  Fecamp ; 

Anquetil,  of  IV'tlt-Ville,  cV:c.  The  masons  and  scul2)tors,  too,  formed  at  this 

epoch  a  numerous  and  powerful  corporation. 

In  the  South,  Asquilinus,  abbot  of  Moissac,  near  Cahors,  ornamented 
with  line  statues  the  cloister  and  front  of  his  church,  and  affixed  to  the 

sides  of  the  apse  a  Crucifixion  so  skilfully  carved,  that  it  was  believed 

to  have  emanated  from  some  divine  hand  {"■  ut  non  humano,  sed  divino 

artiticio  facta").  In  Auvergnc,  Provence,  and  Languedoc,  many  other 
important  works  of  sculpture  were  executed.  But  the  chief  masterpiece 

of  all,  which  combines  the  different  styles  of  the  southern  schools,  is  the 

famous  Church  of  St.  Trophimus  of  Aries,  the  front  of  which,  where  the 

breadth  and  grace  of  the  Greek  style  is  allied  with  the  purest  Christian 

simplicity,  carries  back  the  imagination  to  the  brightest  ei^ochs  of  art. 
Towards  the  end  of  the  eleventh  and  the  commencement  of  the  twelfth 

century,  the  sculptors'  studios  of  Lorraine  were  in  full  activity.  Several 
magnificent  churches  haying  been  destroyed  by  fire,  particularly  that  of 

Yerdun,  the  whole  population  -assisted,  either  with  money  or  labour,  in  the 
restoration  of  these  edifices.  It  was  a  perfect  artistic  crusade,  in  which 

several  bishops  and  abbots,  who  were  clever  artists  as  well  as  spiritual  chiefs, 
took  the  lead  in  the  moyement. 

In  Alsace,  art  asserted  its  position  in  the  magnificent  Cathedral  of 

Strasbourg,  a  kind  of  challenge  thrown  out  to  the  artists  on  the  other  side  of 

the  Ehine,  who  were  unable,  even  at  Cologne,  to  carry  an  edifice  to  such  an 

enormous  height,  or  to  adorn  it  with  such  a  diversified  multitude  of  statues. 

xVlthough  belonging  more  especially  to  the  thirteenth  century,  it  may  be 

taken  as  the  starting-point  of  the  prodigious  works  executed  by  an  associa- 

tion of  freemasons,  who  have  marked  with  their  heiroglyphic  signatures 

the  stones  of  this  edifice,  as  of  all  others  executed  by  them  in  the  yalley  of 

the  Ehino,  from  Dusseldorf  to  the  Alps. 

T\"e  are,  however,  led  to  believe  that  Geniiany  also  did  not  fail  to  be 
subject  to  the  influence  of  this  artistic  school,  for  among  contemporary  monu- 

ments are  several  in  a  style  which  manifestly  testifies  to  the  effects  of  the 

neio-hbourinc:  country  of  Alsace. 
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Flemisli  art  of  that  time  is  exemj^lified  bj-  tlic  Cliurcli  of  St.  Gudule  at 
Brussels,  the  style  of  which  is  especially  rich  with  decorations  borrowed  from 

churches  on  the  banks  of  the  Pthine,  the  Moselle,  the  Sarre,  and  the  Upper 
Meuse. 

If  we  include  in  one  comprehensiye  glance  French,  German,  and  Flemish 

sculptural  works,  we  shall  recognise  in  all,  notwith- 

standing the  predominance  of  any  particular  school, 

one  original  and  special  t}^e.  The  characteristics 

of  this  are  elongated  faces  with  a  calm,  contempla- 

tiye,  and  penitent  expression  ;  stiffness  of  attitude, 

and  a  kind  of  ecstatic  immobility,  rather  than  any 

gloAv  of  animation ;  draperies  with  small  narrow 

folds,  and  close-fitting  as  if  wetted ;  pearled  fringes 

or  ribbons,  set  off  with  gems  (Fig.  231).  ̂ Ye  see 

statues  of  lofty  proportions  reared  up ;  representa- 

tions of  yarious  personages  are  multiplied  on  the 

tombs ;  Greek  art  is  disappearing  and  its  learned 

theories  are  giying  way  before  Christian  sentiment ; 

thought  is  obtaining  the  mastery  oyer  mere  form ; 

symbolism  makes  its  appearance  and  becomes  a 
science. 

But  let  us  turn  our  eyes  towards  Italy.  Venice 

had  scarcely  raised  her  loftj^  dome  ere  Pisa  aspired 
to  haye  one  also.  IMany  a  Tuscan  ship,  launched 

upon  the  sea  for  conquests  of  a  new  kind,  brought 

from  Greece  an  infinity  of  monuments,  statues,  bas- 

reliefs,  caj^itals,  friezes,  and  yarious  fragments  ;  and 

the  Tuscan  people,  the  best  organised  race  in  Europe 

for  fully  appreciating  all  the  beauty  of  form,  were 

called  upon  to  draw  their  inspiration  from  the  relics 
of  ancient  works  of  Art.  The  enthusiasm  became 

general.  In  1016,  Buschetto,  regarded  as  the  first 

architect  of  his  time,  undertook  the  building  of  the 

Cathedral  of  Pisa,  where  ancient  fragments  are  still 

conspicuous  amid  the  works  of  more  modern  crea- 

tion :  a  kind  of  holographic  testament  the  benefit  of 

which  the  followers  of  the  art  of  Phidias  haye  thus  handed  down  to  posterity. 

The  pupils  of  Buschetto,  accepting  the  impulse  of  his  masterly  hand  and 

reproducing  his  ideas,  soon  spread  all  oyer  the  peninsula,  and  the  cathedrals 

of  xVmalfi,  Pistoia,  Siena,  and  Lucca  arose,  the  Byzantine  character  of  which 

differed  from  the  Lombard  style  jDresented  by  the  Cathedral  of  Milan.     One 

Fig.  231. — Statue  said  to  be  of 

Clovis  I.,  former!}'  in  the 
porch  of  St.  Germain-des- 
Pres,  Paris. 

(Twelfth'Centurj'.) 
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iiiiolit  almost  liavo  faiicii^d  thai  tlic  bosom  of  the  earth  brouglit  forth  statues 

Fig.  232.—"  The  Beau  Di'eu  d'Amiens  ;  "  a  Statue  of  Christ  in  the  Front  of  the  Cathedral  of  Amiens. (Thirteenth  Century.) 

which,  as  if  by  enchantment,  peopled  everv  pedestal  ;  and  that  from  heaven 

descended  the  ray  which  animated  them  with  their  sublime  expression.     The 
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art  of  casting  in  bronze,  liitherto  almost  unknown  in  Italy,  became  naturalised 

there  as  mucli  as  the  art  of  carving  on  stone. 

While  in  the  West  the  Arts  were  making  such  a  spring,  in  the  East 

they  had  relapsed  into  the  lowest  stage  of  debasement,  at  the  period  when 

Byzantium  was  simultaneously  threatened  by  the  Bulgarians  and  the 

Crusaders ;  although  for  a  time  they  had  appeared  to  revive,  owing  to  the 
zeal  of  Basil  the  Macedonian,  Constantine  YIII.,  and  some  of  their  suc- 

cessors. Eastern  sculpture  disaj^peared  when  the  Latins  sacked  the  ancient 

capital  of  the  first  Christian  emperor  (1204). 

At  the  approach  of  the  thirteenth  century,  which  was  destined  to  be 

the  great  age  of  Christian  architecture  and  sculpture,  artists  no  longer 

looked,  as  they  had  hitherto  done,  towards  Byzantium ;  they  depended 

on  themselves ;  and  although  some  hesitation  might  still  be  felt,  they 

found  all  round  them  models  they  could  imitate,  traditions  they  could 

follow,  and  masters  to  whom  they  could  listen.  Christian  art  had  now  an 

independent  existence,  and  the  various  schools  asserted  their  styles  in  a  way 

which  became  every  day  more  clear,  more  powerful,  and  more  original. 

^'The  style  of  the  head  of  Christ  at  Amiens''  (Fig.  232),  says  M. 

YioUet-le-Duc,  writing  on  this  subject,  '^  fully  deserves  the  attention  of 
sculptors.  This  carving  is  treated  in  the  same  way  as  the  Greek  heads  of 

the  school  of  ̂ gina.  There  is  the  same  simplicity  of  model,  the  same  purity 

of  outline,  the  same  style  of  execution,  at  once  broad  and  delicate.  It  well 

represents  the  features  of  Christ  as  a  man :  a  blending  of  sweetness  with 

firmness,  a  gravity  devoid  of  sadness." 

This  is  not  the  place  to  assert  an}^  minute  comparisons  between 
diflPerent  manners  and  styles ;  even  the  bare  enumeration  of  the  many 

monuments  to  which  this  fervent  age  gave  birth  might  prove  wearisome. 

We  call  it  a  "  fervent  age,"  and  fully  are  we  justified,  for,  at  a  time 
when  a  whole  world  of  artist-sculptors  of  ornaments  and  figures  were 

devoting  themselves  to  the  most  delicate  and  marvellous  works  of  sculpture 

(Fig.  233),  none  seemed  desirous  of  displaying  his  own  personal  distinc- 
tion. We  find,  for  instance,  numerous  sculptors  setting  aside  all  claim 

to  individual  merit,  and  carrying  this  self-denial  so  far  that,  instead  of 

their  own  names,  they  inscribed  that  of  the  Virgin  Mary  on  the  carvings 

of  the  churches  which  they  had  enriched  with  their  finest  works :  "  Hoc 

panthema  pia  ccelaverat  ipsa  Maria." 
In  German}^,  Christian  art  became  specially  enthroned  in  Saxony  ;  and 

Dresden,  which  has  been  justly  styled  the  German  Athens,  can  date  back 

her  architecto- sculptural  adornments  to  the  tenth  centur}^  On  the  banks 

of  the  Ehine,  at  Cologne,  Coblentz,  and  Mayence,  we  find  again  the  school 

of   St.    Gall,  which,   having  been    planted   in  971,   under    the  auspices    of 
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Notkcr,  Bishop  of  Laodicca,  left  its  stamp,  during  a  period  of  two  centuries, 
ill  a  scries  of  remarkable  works. 

England,  as  early  as  the  seventh  century,  had  called  to  her  aid  some  of 

Fig.  233. — Statues  in  the  South  Torch  of  Bourgcs  Cathedral.    \Twolfth  Century.) 

the  French  '^masters  in  stone"  and  best  workmen,  and  she  subsequently 
continued  to  do  so  for  the  building  and  ornamentation  of  her  finest  religious 

edifices.  William  of  Sens,  a  very  skilful  artist  {artifix  suhtiUssimus)^  pro- 
ceeded,  in    11 7G,    to   rebuild    Canterbury  Cathedral.     Xorman  and  French 
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artists   also   restored   the    abbeys  of  Croyland   and   Wearmoutli,  and   York 

Cathedral,  already  enriched  with  Bj^zantine  and  French  sculpture. 
Spain  and  Portugal,  the  soil  of  which  had  long  been  the  theatre  of  an 

inveterate  conflict  between  two  races  embracing  two  irreconcilable  religions, 

were  destined  to  inherit  from  these  very  struggles  the  creation  of  a  sin- 

gularly characteristic  style  of  art.  In  adopting  the  Byzantine  style,  the 

Moors  had  deiirived  it  of  its  character  of  simple  earnestness,  and  made  it 
to  harmonise  with  the  tendencies  of  their  refined  sensualism.  Even  when 

Christian  art  was  able  to  exercise  an  undivided  rule,  it  could  not  fail  to  be 

influenced  by  the  buildings  erected  by  the  Moors ;  and  the  fact  that  this 

alliance  of  architectural  and  sculptural  styles  succeeded  in  producing 

masterpieces  is  well  attested  by  the  cathedrals  of  Cuenca,  Yittoria,  and 

some  portions  of  those  of  Seville,  Barcelona,  and  Lugo  in  Galicia. 

Sicily  and  the  kingdom  of  jSTaples  followed  the  movement  made  in 

other  countries  of  Europe  ;  but  here,  again,  was  felt  the  influence  of  various 

foreign  importations.  Some  of  them  were  of  Greek  origin,  coming  from 

B3'zantium ;  some  northern,  from  ]S^ormandy,  and  perhaps  also  from 
Germany ;  most,  however,  from  Spain,  and  especially  from  the  important 

school  of  Aragon. 

"  Niccolo  Pisano,'*  says  Emeric  David,  "  was  born  towards  the  end  of  the 
twelfth  century,  in  a  town  then  peopled  with  Greek  masters  and  the  pupils 

of  those  masters,  and  full  of  Greek  monuments  of  every  age ;  a  town  which 

might  be  called  altogether  Greek.  He  had  the  good  sense  to  disdain  the 

productions  of  his  o^^tl  time  and  to  devote  himself  to  the  more  elevated 

contemplation  of  the  chefs- (Voeuvre  of  ancient  Greece.  This  proof  of  undoubted 
discernment  and  a  high  degree  of  taste  on  his  part,  could  not  but  lead  to 

very  marked  progress.  But  a  premature  stud}"  of  the  antique  is  not  so  sure 
a  guide  to  the  desired  end  as  the  contemplation  of  nature,  to  which  Guido 

of  Siena,  his  contemporary,  and  a  little  later  Cimabue  and  Giotto,  taught 

perhaps  by  his  errors,  assiduoush^  applied  themselves."  There  can,  however, 
be  no  doubt  that  the  first  development  of  Christian  sculpture  in  Italy  must 

miquestionably  be  referred  to  JN^icolas  of  Pisa.  He  had,  nevertheless,  some 
rivals  who  were  well  worthy  of  competing  with  him.  Among  these  were 

Fuccio,  sculptor  of  the  magnificent  tomb  of  the  Queen  of  Cyprus,  in  the 

Church  of  San  Francesco  at  Florence ;  and  also  Margaritone  of  Arezzo, 

who  in  1216  carved  his  name  over  the  doorway  of  the  church  of  that  town. 

Giovanni  of  Pisa,  son  of  Nicolas,  who  sculptured  many  beautiful  works  at 

Arezzo,  Pistoia,  and  Florence,  and  even  surpassed  himself  in  the  Campo 

Santo  at  Pisa,  perhaps  the  most  remarkable  monument  in  Christian  Europe, 

has  been  placed  by  some  far  below  his  father  in  rank  as  a  sculptor,  on 

account  of  an  accusation  made  against  him  of  having  abandoned  the  Greek 
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style.  But  tliis  rcnimciutlon  was,  in  {m-A,  u  ival  trait  of  genius,  and  actually 

constitutes  his  glory  ;  loi-,  by  noglecting  form  to  some  extent,  he  was  enabled 
to  carry  religious  idealism  and  j)ower  of  expression  to  its  very  highest 

limits.  We  must,  therefore,  consider  (jiovaiiiii  and  Margaritone,  pupils  of 

Nicolas;  Andrea  Ugolino,  pupil  of  Giovanni;  Agnolo  and  Agostino  of 

Siena  ;  and  tlu^  celebrated  Giotto,  who  was  at  once  architect,  sculptor,  and 

painter,  as  real  regenerators  of  the  art.  Indeed,  we  might  call  these  great 

artists  the  creators  of  Christian  sculpture  in  Italy — that  art  in  which  simul- 

taneously shone  forth  seriousness  of  composition,  grace  and  ease  of  attitude, 

simplicity  of  imitation,  elevation  of  sentiment;  in  short,  all  the  great 

harmonies  of  a  style  which  seemed  to  breathe  forth  a  hymn  of  love  and  faith. 

Thanks  to  the  studios  of  Agnolo  and  Agostino,  Siena,  a  small  town 

which  calls  to  mind  the  ancient  Sicyon,  so  weak  in  a  political  point  of  vi<nv 

and  yet  so  learned  and  polished,  was  for  some  time  the  rival  of  Tisa,  u^j  to 

the  period  when  Florence  absorbed  the  artistic  sj^lendour  of  the  two  cities. 

Florence,  as  the  home  of  the  Arts,  became  the  centre  of  radiation  whence 

artists  took  their  flight  over  the  whole  of  Italy,  and  from  Italy  spread  among 

all  the  nations  of  Europe. 

Towards  the  end  of  the  thirteenth  century,  the  churches  of  Florence,  on 

which  the  fraternities  combined  their  efforts,  and  some  of  the  civil  buildings 

of  this  rich  and  flourishing  city,  were  filled  with  statues.  The  foundation  of 

the  municipal  palace  in  128*J,  and  that  of  the  cathedral  in  12.98,  made  these 
two  wonderful  edifices  real  museums  of  sculpture,  in  which,  among  the 

works  of  Eastern  artists,  those  of  Giovanni  of  Arezzo  and  Giotto  are 

distinguished.  Agostino  and-^Vgnolo  of  Pisa  executed  at  that  time  some 

magnificent  examples  at  Santa  ̂ laria  in  Orvicto,  San  Francesco  in  Bologna, 

and  in  the  subterranean  Church  of  Assisi,  Sic.  Lastly,  Andrea  Pisano,  a 

contemporary  of  Giotto,  as  he  died  only  in  1345,  extracted  from  antiquity 

all  that  Christian  sculpture  could  borrow  from  it ;  that  is,  he  combined 

sublimity  both  of  form  and  expression.  At  Pisa,  the  chancel  of  Santa  Maria 

a  Ponte ;  at  Florence,  the  Campanile  and  the  high-altar  of  Santa  Maria 

de'  Fieri,  and  a  door  of  San  Giovanni ;  in  the  Cathedral  of  Pistoia,  the  tomb 
of  Cino,  are  all  of  them  so  many  masterpieces ;  above  which,  however,  the 

old  Pisan  master  proudly  classed  the  works  of  his  son  Xino.  This  young 

artist,  who  carved  the  monument  of  the  Scaligers  at  Verona,  became,  in 

fact,  the  worthy  follower  of  the  school  which  recognised  xVndrea  as  its  chief. 

Jacopo  delta  Quercia  and  Niccolo  Aretino  enriched  also  with  magnificent 

works  the  towns  of  Siena,  Lucca,  Bologna,  Arezzo,  and  Milan,  as  well  as 

Florence.  But  when,  in  1424,  the  tomb  closed  over  Jacopo  delta  Quercia, 

the  lofty  destinies  of  the  art  seemed  to  come  to  a  termination,  and  soon 

rapidly   declined.      In   Venice,  at   the  death  of  FiKppo   Calendario,   which 
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occurred  in  13-35,  Italian  sculpture  had  already  lost  mucli  of  its  nobility 
and  vigour  of  style. 

Italian  sculpture  (Fig.  234),  as  remarked  by  Emeric  David,  raised  itself 

to  the  height  of  the  sublime  by  merely  striving  after  a  simple  and  exact 

imitation  of  nature.  It  was  by  the  same  course  of  action  that  French 

sculpture  always  emulated  its  Transalpine  rival ;  but,  in  order  to  attain  the 

same  end,  the  imitation  followed  a  different  path.  In  Italv,  Art  raised  itself 

to  the  ideal  by  an  attentive  study  of  Greek  forms  ;  while  on  this  side  of 

the  Alps,  when  sentiment  required  it,  form  was,  if  not  sacrificed,  at  least 

Fig.  23}. — Bas-relief  on  one  of  the  Bronze  Gates  of  St.  Peter's  at  Rome,  representing  the  Coronation  of  the 
Emperor  Sigismund  by  Pope  Eugenius  IV.,  in  1433.    (Sculpture  of  the  Fifteenth  Century.) 

neglected.  France  showed  more  respect  for  the  orthodoxy  of  Christian 

thought ;  she  did  not  introduce  into  the  sanctuary  of  the  Holy  of  Holies 

au}^  of  those  profane  and  material  ideas  that  might  have  been  inspired 
by  the  marbles  of  Greece.  In  spite  of  the  pointed  architecture  which 

everywhere  prevailed,  French  sculpture,  replete  with  a  certain  eloquent 

unction,  preserved  for  a  considerable  period  the  Byzantine  style  in  the 

a2)pearance  of  the  head  and  in  the  delicacy  of  draperies ;  without,  how- 
ever, altogether  renouncing  its  individuality  of  character,  and  without 

ceasing  to  look  for  models  peculiar  to  its  own  soil. 
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ITiifortiinatcly  lor  tlio  personal  glory  ol"  the  Fri'iicli  seulpturs,  tin-  liisto- 
riaiis  of  the  time  have  seareely  (ak(  ii  the  trouble  to  reeord  their  names.  In 

order  to  diseover  hut  a  lew  ol'  tluin,  learned  men  ol'  modern  day>  have  been 
eompelled  to  undertake  laborious  researehes  :  while  many,  and  those  the  most 

remarkabh^ — worthy,  no  doubt,  to  be  eompared  ̂ \ith  the  greatest  Italian 

artists — ar(>  and  must  remain  cwr  unknown  (Fig.  *-'•)•">).  The  Italians  were 

more  fortunate  ;  to  them  A'asari,  th(>ir  riNal  and  eontemporary,  has  raised  a 

lasting  monument.  In  Freneh  art,  the  list  oi'  tlie  seulptors  of  so  many 
masterpieees  must  eome  to  a  elose  wlien  we  liave  mentioned  I'lnguerraiub 

who,  from  l'?f>l  i,,  r.M'J,  ecnmienced  the  Cathedral  and  the  Chureh  "du  Due," 

Fig.  235. — Statuette  of  St.  Avit,  in  the  Church  of  Xotre-Darac  de  Corbeil,  deirolished  in  1820. 

(Eleventh  Centun*.) 

at  I\oucn,  and  had  for  his  successor  Gauticr  dc  ."^[euhln ;  Robert  de  Couey, 
chief  of  the  body  of  artists  who  built  the  Cathedral  of  Eheims ;  Ungues 

Libcrgier,  who  rebuilt  the  ancient  basilica  of  St.  Jovin  ;  Robert  de  Luzarchcs. 

the  founder,  in  l'2'20y  of  the  Cathedral  of  Amiens,  continued  after  his  death 

by  Thomas  de  Cormont  and  his  son  Regnault ;  Jean,  Abbot  of  St.  Gemiain- 

des-Pres,  who  in  1212  imdertook  the  Church  of  St.  Cosme,  Paris  ;  that  of  St. 

Julien  le  Pauvre  being  restored  and  adorned  with  sculpture  at  the  same  date, 

from  the  designs  of  the  abbot  and  the  ''brethren''  of  Longpont  (Fig.  236) ; 
Jean  des  Champs,  who  in  r248  worked  at  the  ancient  Cathedral  of  Clermont ; 

T 
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lastly,  the  two  Jeans  de  Montereau,  who  at  one  time  as  military  architects,  at 

another  as  sculptors  of  sacred  subjects,  were  at  the  command  of  St.  Louis, 

and  produced  some  extraordinary^  works  both  of  construction  and  sculpture. 
Alsace  manifested  no  less  enthusiasm  than  France  for  the  new  archi- 

tectural system,  and  sculpture  was  also  subject  to  a  similar  development. 

From  Basle  to  Mayence,  the  slopes  of  the  Yosges  and  the  long  valley  of 

the  Rhine  became  full  of  edifices  enriched  ̂ 4th  sculpture  and  peopled  with 

statues.  Erwin  of  Steinbach  (who  died  in  1318),  assisted  by  Sabina,  his 

daughter,  and  William  of  Marbourg,  were  the  most  renowned  masters  in 

these  parts. 

The  extraordinary  advance  that  French  sculpture  made  in  this  age  was 

Fig.  236. — Bas-relief  formerly  over  tbe  Doorway  of  St.  Julien  le  Pauvre,  Paris,  representing  St.  Julien  and 
St,  Basilissa,  his  wife,  conveying  in  their  boat  Jesus  Christ  under  the  figure  of  a  Leper. 

(Thirteenth  Century.) 

assisted — if  not  as  regards  the  higher  style  of  work,  which  could  do  without 

this  help,  at  least  in  respect  to  the  minor  details  of  the  art — by  the  insti- 

tution of  the  fraternities  of  the  Conception  Notre-Dame.  In  many  towns  the 

sculptors  of  images  and  the  painters,  the  moulders,  the  hahxdiers,  or  carvers 

in  wood,  horn,  and  ivory  (Fig.  237),  were  all  united  under  the  same  banner. 

In  Germany  and  Belgium  also  existed  hanses,  or  guilds,  which  were  in 

direct  communication  with  those  of  Alsace,  and  accepted  as  guides  French 

artists  of  known  ability ;  as,  for  instance,  Yolbert  and  Gerard,  architect- 

sculptors,  who  were  simultaneously  engaged  in  the  construction  of  the 

Church  of  the  Holy  Apostles,  Cologne. 

With   respect   to   the   works   commenced  or  finished   in   the  fourteenth 

century,   the   only  difficulty  is   to  make   a   choice   among   these  wonderful 
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monuments  (jf  art,  which,  however,  must  "be  looked  111)011  as  tlie  hist  mani- 

festations of  Christian  art,  properly  so-called.  AVe  must,  however,  i)oiiit  out 

the  polychrome  sculptures  of  (,'hartres,  of  St.  Remy,  lilieims;  St.  Martin, 

Laon  ;  St.  Yved,  15raisnc ;  St.  Jean  des  Vin^nes,  Soissons ;  of  the  Chartreuse, 

Dijon.  In  tills  ducal  city  we  find,  in  V-\-u ,  (Juy  k'  Macon,  a  cele])rate(l 

sculptor;  at  IJourges,  about  the  same  date,  A<i;uillon,  of  Drones;  at  Mont- 

pellier,  between    Di'il    and    l'H)0,  the   two   Alaniaiis,  Jolm   and    Henry;    at 

Fig.  237.— Fragment  of  a  small  Reredos,  in  can-ed  Bone  (Fourteenth  Century). 

Presented  by  Jean,  Due  de  Berry,  Brother  of  Charles  V.,  to  the  church  of  the  ancient  Abbey  of  Poissy
. 

(Louvre.) 

Troyes,  Denisot  and  Drouin  of  Mantes,  &c.  Beyond  France,  :Matthias  of 

Arras,  in  1343,  laid  the  foundations  of  the  Cathedral  of  Prague,  which  was 

to  be  continued  and  finished  by  another  French  artist,  Pierre  of  Boulogne. 

Arrested  as  our  attention  must  be  by  the  statues  and  bas-reliefs  which  were 

multiplied  under  the  porches,  in  the  niches  (Fig.  238),  and  on  all  the  tombs, 

we  can  cast  but  a  very  cursory  glance  on  the  immense  number  of  wood- 

carvings,  figures  in  ivory,  and  movable  pieces  of  sculpture,  executed  by 

artists  who  may  be  divided  into  two  very  distinct  classes,  the  ̂ 'ormau  and i  2 
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tliG  Rheni.sli ;  those  of  otlicr  schools  appear  to  have  been  nothing  but  imitators 
of  these. 

In  1400  the  lEaitre  Pierre  Perat,  architect  of  three  cathedrals,  who  was 

at  once  both  civil  engineer  and  sculptor,  and  one  of  the  greatest  masters  of 
whom  France  can  boast,  died  at  Metz,  where  he  was  interred  with  all  the 

honours  due  to  his  talents.     Just  at  the  same  time  a  memorable  competi- 

Fig.  238.— '"Le  Bon  DIcu,"  in  tlie  old  Chapel  of  the  Charnicr  dcs  Innocents,  Paris. 
(Fifteenth  Ccnturj-.) 

tion,  was  opened  at  Florence.  The  object  in  view  was  to  finish  the  doors 

of  the  Baptistery  of  San  Giovanni.  The  formal  announcement  of  the  com- 
petition, which  was  made  all  over  Italy,  did  not  fail  to  call  forth  the  most 

skilful  artists.  Seven  of  these  were  selected,  on  account  of  their  renown,  to 

furnish  designs  :  they  consisted  of  three  Florentines — Filippo  Brunelleschi, 
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Donatcllo,  and  tlic  goldsmith  Lorenzo  Gliiborti  ;  Jucopo  dclla  Qucrcia  of 

Siena;  Nicolo  LaniLerti  d'Arczzo  ;  Francesco  da  A'aldanibrina  ;  and  Sinione 

da  Oolle,  called  dc^  Broiizi.  To  cacli  of  these  competitors  the  rcjiublic 

o-ranted  one  year's  sidary,  on  condition  that,  at  tlic  end  of  tlie  period,  eacli 
of  them  slionld  fnrnisli  a  panel  of  wiouirlit  bronze  of  the  same  size  as  those 

Fig.  239.—"  St.  Eloi,  Patron  of  Gol  Jsmiths  and  Farriers."     A  Sculpture  of  the  Fifteenth  Centurj', 
in  the  Church  of  Xotre-Dame  d'Armanoon,  at  Semur,  Burgundy. 

of  which  the  doors  of  St.  John  were  to  be  composed.  On  the  day  fixed  for 

the  examination  of  the  works,  the  most  celebrated  artists  of  Italy  were 

summoned.  Thirty-four  judges  were  selected,  and  before  this  tribunal  the 

seven  models  were  exhibited,  in  the  presence  of  the  magistracy  and  the 

public.  After  the  judges  had  audibly  discussed  the  respective  merits  of  the 

works,  those  of  Ghiberti,  Brunelleschi,  and  Donatello  were  preferred.     But 
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to  whom  of  the  three  was  the  palm  to  be  awarded  ?  They  hesitated.  Then 

Brunelleschi  and  Donatello  retired  apart  and  exchanged  a  few  words, 

after  which  one  of  them  thus  addressed  the  assembly  : — "  Magistrates  and 
citizens,  we  declare  to  you  that  in  our  own  judgment  Ghiberti  has  surpassed 

us.  Award  him  the  preference,  for  our  country  will  thus  acquire  the  greater 

glory.  It  is  less  discredit  to  us  to  make  known  our  opinion  than  to  keep 

silence." 
These  doors,  at  which  Ghiberti  worked  for  forty  years,  with  the  assistance 

of  his  father,  his  sons,  and  his  pupils,  are  perhaps  the  finest  work  we  have 

in  sculptured  metal. 

At  the  date  when  Lorenzo  Ghiberti,  Donatello,  Brunelleschi,  and  their 

pupils  were  the  representatives  of  Florentine  sculpture,  the  French  school 

also  produced  its  masters  and  its  works  of  Art.  Nicholas  Flamel,  the  famous 

writer  (ecrivain)  of  the  parish  of  St.  Jacques  la  Boucherie,  ornamented  the 

churches  and  mortuary  chapels  of  Paris  with  mystical  and  alchemical 

(alchimiques)  sculptures,  of  which  he  was  the  designer  if  not  the  actual 

artist.  Thury  executed  the  tombs  of  Charles  YI.  and  Isabelle  of  Bavaria  ; 

Claux  Sluter,  author  of  the  ''  Ruits  de  Mo'ise,''  at  Dijon,  assisted  by  James 
de  la  Barre,  multiplied  the  works  of  monumental  sculpture  in  Burgundy 

(Fig.  239).  In  Alsace,  under  the  imj)ulse  of  King  Hene,  himself  an 

artist,  the  sculptor's  art  produced  examples  bearing  the  impress  of  a 
remarkable  individuality.  In  the  district  of  Metz,  Henry  de  Ranconval,  his 

son  Jehan,  and  Clausse,  were  distinguished.  In  Touraine,  Michael  Columb 

executed  the  tomb  of  Francis  IL,  Duke  of  Brittany  ;  Jehan  Juste,  that 

of  the  children  of  Charles  YIIL,  as  introductory  to  the  mausoleum  of 

Louis  XII.,  which  he  executed  between  1518  and  1530,  for  the  basilica 

of  St.  Denis  ;  a  German,  Conrad  of  Cologne,  assisted  by  Laurent  Wrine, 

master  of  the  ordnance  to  the  king,  cast  in  metal  the  effigy  for  the  tomb 

of  Louis  XL  In  Champagne  appeared  Jean  de  Yitry,  sculptor  of  the  stalls 

of  the  Church  of  St.  Claude  (Jura)  ;  in  Berry,  Jacquet  Gendre,  master- 

mason  and  figure-mdk^'  for  the  Hotel  de  Yille,  Bourges,  &c. 

At  the  end  of  the  same  century,  Peter  Brucj^,  of  Brussels,  exercised  his 

art  at  Toulouse ;  the  inspiration  of  the  Alsacian  artists  was  developed  in 

the  magnificent  sculpture  of  Thann,  Kaiser sberg,  and  Dusenbach ;  while 

Germany,  achieving  but  a  late  independence,  sheltered  the  faults  of  her 

early  genius  under  the  illustrious  names  of  Lucas  Moser,  Peter  Yischer, 

Schiihlein,  Michel  Wohlgemuth,  Albert  Durer  (Fig.  240),  &c. 

In  sculptural  works,  as  in  every  other  branch  of  art,  historical  sentiment 

and  faith  seemed  to  die  out  with  the  fifteenth  century.  Mediaeval  art  was 

subjected  to  protest;  the  desire  seemed  to  be  to  re-create  beauty  of  form 

by  going  back  to  the  antique ;  but  the  emphatically  Christian  individuality 
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was  no  longer  reached,  and  this  pretended  renakmnci',  in  which  even  earnest 

minds  were  inchiced  to  gratify  themselves,  only  served  to  exhibit  the  feeble 

efforts  of  an  epoch  that  sought  to  reproduce  the  glories  of  a  vanished  age. 

In  tlie  time  of  Charles  A'lH.  and   Louis  XII.,   Lombardo- Venetian  art,  the 

Fig.  240. — "  St.  John  the  Baptist  preaching  in  the  Desert."     Bas-relief  in  Caived  Wood  by  Albert  Durer. 

(Brunswick  Gallerj-.) 

affected  and  ingenious  imitation  of  the  Greek  style,  was  introduced  into 

France ;  it  suited  the  common  people,  and  pleased  mediocre  intellect.  The 

sculptors  who  came  at  that  period  to  seek  their  fortunes  at  the  court  of  the 

French    kings    worked    exclusively  for  the  aristocracy,  and  vied  with  one 
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auotlicr  iu  adoruing,  Avith  an  ardent  infatnation  for  Italian  art,  tlio  royal  and 

aristocratic  palaces  wliicli  were  being  built  or  restored  in  every  direction, 

sucli  as  tbe  Chateaux  of  Amboise  and  Gaillon.  But  tlie}^  failed  to  do 
any  injury  to  French,  artists,  who  still  remained  charged  with  the  sacred 

sculptures ;  and  their  style  became  but  slightly,  if  at  all,  influenced  by  this 

foreign  immigration.  Even  Bcnvenuto  Cellini  himself  failed  to  exercise 

much  effect  on  the  vigorous  schools  of  Tours,  Troyes,  ]Metz,  Dijon,  and 

Angers ;  his  reputation  and  his  works  never  passed,  so  to  speak,  beyond  the 

limits  of  the  court  of  France,  and  the  brilliant  traces  they  left  behind  them 

were  confi.ned  to  the  school  of  Fontainebleau.  Ere  long,  some  zealous  artists 

from  all  the  princij^al  centres  of  the  French  schools  left  their  country  and 

J- ig.  24i.~Bas-relief  o.-the  HAtel  de  r.ourgthcroulcle,  Rouen,  representing  a  Scene  in  the  Inter\-iew  between 
Francis  I,  and  Henry  VIII.,  on  the  Field  of  the  Cloth  of  Gold. 

betook  themselves  to  Italy;  among  these  were  Bachelier  of  Languedoc, 

Simon  and  Ligier  Richier  of  Lorraine,  Valentine  Bousch  of  Alsace,  and 

Jacques  of  Angouleme,  who  had  the  honour  of  a  victory  over  his  master, 

Michel- Angelo,  in  a  competition  of  statuary  (many  of  the  former  artist's 
works  now  exist  in  the  Vatican)  ;  Jean  de  Boulogne,  and  several  others. 

Some  of  them,  after  they  had  become  celebrated  on  the  other  side  of  the  Alps, 

returned  to  their  native  country,  bringing  back  to  it  their  own  native  genius 

matured  by  the  lessons  of  the  Italians.  There  was,  therefore,  always  a 

French  school  that  preserved  its  individual  characteristics,  its  generic  good 

qualities  and  defects,  which  are  so  well  represented  in  the  sculptures  of  the 

Hotel  du  Bourgtheroulde,  Rouen  (Fig.  241). 



]Mic'li('l-Ano-elo  was  born  on  tlie  (Jtli  of  Marcli,  HTo,  and  died  on  the 

17lli  of  l''ebniaiy,  l'")f)4,  witlioui  liavin<r  sliown  any  signs  of  decadence; 
greater,  possibly,  by  his  genius  than  \)\  liis  works,  lie  is  tlie  personification 

of  the  Ilenaissancc.  It  would  be,  perhaps,  irreverent  to  say  that  tliis  age 
was  an  age  of  decay;  we  niiglil  fear  to  desecrate  the  tomb  of  IJuonarotti  if 

we  Liid  to  his  eliarge  that  liis  grand  bjhbiess  led  ordinary  talents  astray;  and 
it  is  not  a  pleasant  subject  of  tliought  that,  influenced  by  two  currents  of 

ideas — one  coming  from  Italy,  the  other  from  (iermanv — the  art  (d"  the 
century  operated  to  its  own  suicide.  When  the  very  soil  itself  seemed  to  be 

shaken,  and  the  Christian  pedestal  which  had  formed  both  its  grandeur  and 
power  overturned,  what  could  be  done  in  the  way  of  oi^positicju  to  the  down- 

fall of  Art  by  Jean  (lonjon,  Jean  Cousin  (Fig.  *>?1*2),  Gennuin  Pilon,  I'ranrois 

Figf.  2}2. — Statuo  in  Alabaster  of  Philip  Chabot,  Admiral  of  France,  by  Jean  Cousin.     Formerly  in  the 
Church  of  the  Cclestin?,  Paris,  now  in  the  Museum  of  the  Louvre. 

Marchand,  Pierre  Bontemps,  those  stars  of  French  sculpture  in  the  sixteenth 

century  ? 

A  final  manifestation  of  the  old  religious  feeling  was,  however,  apparent 

in  the  tombs  of  the  Church  of  Brou,  designed  by  Jean  Perreal,  the  great 

painter  of  Lyons,  executed  by  Conrad  Meyt,  and  carved  by  Gourat  and 

Michael  Columb ;  also  in  the  mausoleum  of  Francis  IL,  carved  by  Coliunb 

and  his  famih' ;  in  the  sepulchre  of  St.  Michel  (Fig,  243),  by  Richicr  ;  of  the 
Saints  de  Solcsmc,  in  the  tombs  of  Langey  du  Bellay,  and  of  the  Chancellor 

De  Birague,  by  Germain  Pilon,  &c.  But  fashion  and  the  prevailing  taste 

now  required  from  artists  nothing  but  profane  and  voluptuous  compositions, 

and  they  adopted  this  line  of  Art  all  the  more  readily,  seeing,  as  they  did 

every  day,  most  beautiful  works  of  Christian  sculpture  mutilated  by  a  new 
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tribe  of  Iconoclasts,  the  Huguenots,  who  seldom  showed  mercy  to  the  figured 

monuments  in  Catholic  churches.  The  stalls  of  the  Cathedral  of  Amiens,  by 

Jean  Rupin,  the  rood-loft  by  Jean  Boudin,  and  a  number  of  other  works  of 

the  same  kind,  testify  to  the  irruption  of  the  Greek  style,  its  implantatio
n  in 

religious  art,  and  its  hybrid  association  with  pointed  architecture
.  It  is, 

however,  only  due  to  our  sculptors  of  the  sixteenth  century  to  say,  tha
t  when 
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they  sacrilicecl  thcinsclves  to  tlie  rc(iuir('iiK'iits  of  their  age  in  imilatiiig  llio 

inasterpieces  of  Italy,  tliey  approached  llic  nalural  f»;racc  of  Kaphael  much 

closer  than  Cellini,  l^riniaticcio,  or  any  (jf  the  other  Italian  arti^sts  who  were 

settled  in  France  ;  that  they  combined  in  the  best  ])OHsible  way  the  mytho- 

logical expression  of  the  ancients  with  our  modern  ideas,  and  that,  tlianks  t(j 

tliem,  France  is  enabled  to  point  witli  piide  t(j  a  natural  art,  original  and 

independent,  which  has  been  handed  down  to  our  days  in  direct  succession  l>y 

Sarrazain,  Puget,  Girardon,  and  Coysevox. 

■fvn"*i  '   r' 

Figs.  244,  245.— Gargoyles  on  the  Palace  of  Justice,  Rouen.     (Fifteenth  Centun*.^ 
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HETs"  the  Christian  family,  himible  and  per- 
secuted, was  beginning  to  form  itself  into 

congregations ;  when  it  was  forbidden  to 

consecrate  any  special  edifice  to  the  per- 

formance of  the  services  of  its  religion — 
a  religion  which  opjDOsed  to  the  gorgeous 

ceremonies  of  polytheism  the  most  austere 

simj^licity — any  refuge  might  have  seemed 
good  enough  which  offered  to  the  faithful 

the  means  of  assembling  themselves  to- 

gether in  security ;  any  retreat  must  have 

appeared  sufficient^  ornamented  which 
would  recall  to  the  disciples  of  the  crucified  Saviour  the  mournful  events 

preceding  the  glorification  of  that  Divine  sacrifice.  But  when  the  religion 

proscribed  one  day  found  itself  on  the  next  the  religion  of  the  State, 

things  changed. 

Constantine,  in  the  mighty  ardour  of  his  zeal,  wished  to  see  the  worship 

of  the  true  God  efface  in  pomp  and  in  magnificence  all  the  solemnities  of 

the  heathen  world.  In  expelling  the  idols  from  their  temples,  the  idea 

could  not  have  suggested  itself  of  using  these  buildings  for  the  new  religion, 

because  they  were  generally  of  excessively  limited  dimensions,  and  the 

plan  on  which  they  were  built  would  have  but  indifferently  answered  the 

requirements  of  the  Christian  ceremonial.  What  was  necessary  for  these 

services  was  princij)ally  a  sj)acious  nave,  in  which  a  large  congregation 

could  assemble  to  hear  the  same  word,  to  join  in  the  same  prayer,  and 

to  intone  the  same  chants.      The  Christians  sought,  therefore,  among  the 



A  RCIIITECTURE.  285 

edifices  then  in  existence  (Fig.  -ICJ),  for  such  as  would  best  answer 

these  purposes.  Tlie  hasllica>i  presented  tliemsclves ;  tliese  buildings  served 

at  once  as  law-courts  and  places  of  assembly  for  tradesmen  and  money- 

changers, and  were  generally  composed  of  one  immense  hall,  with  lateral 

galleries  and  tribunes  adjoining  it.  The  name  of  hasi/ica,  derived  from  the 

Greek  word  hasi/cu-s  (a  king),  was  given  them,  according  to  some  writers, 

from  the  fact  that  formerly  the  kings  themselves  used  to  administer  justice 

within  their  walls ;  according  to  others,  because  the  basilica  of  Athens 

served  as  a  tribunal  ol  the  second  archon,  who  bore  (he  title  of  king; 

whence  the  edifice  was  called  sha  hd^iilkc  (r()\al  porch),  a  designation  of 

which  the  llomans  preserved  only  the  adjective,  the  substantive  being 
understood. 

rig.  246. — Basilica  of  Constantine,  at  Treves,  transformed  into  a  Fortress  in  the  Middle  Ages. 

*'  The  Christian  basilica,"  says  M.  A'audoyer,  in  his  learned  treatise  on 
architecture  in  France,  ''was  most  certainly  an  imitation  of  the  heathen 
basilica ;  but  it  is  of  importance  to  observe  that  from  one  cause  or 

another  the  Christians,  in  the  construction  of  their  basilicas,  very  soon 

substituted  for  the  Grecian  architecture  of  the  ancient  basilicas  a  system  of 

arches  reposing  directly  on  isolated  columns,  which  served  as  their  supports ; 

a  perfectly  new  contrivance,  of  which  there  existed  no  previous  example. 

This  new  mode  of  construction,  which  has  generally  been  attributed  to  the 

want  of  skill  in  the  builders  of  this  period,  or  to  the  nature  of  the  materials 

they  had  at  their  disposal,  was,  however,  to  become  the  fundamental  prin- 
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ciple  of  Christian  art ;  a  principle  characterised  by  the  breaking  up  of 

the  range  of  arches,  and  by  the  abandonment  of  the  system  of  rectilinear 
construction  of  the  Greeks  and  Romans. 

"  Indeed,  the  arcade,  which  had  become  the  dominant  element  of  Roman 

architecture,  had  nevertheless  remained  subject  to  the  proportions  of  the 

Greek  orders,  of  which  the  entablature  served  as  an  indispensable  accom- 

paniment ;  and  from  this  medley  of  elements  so  diverse  was  produced  the 

mixed  style  which  characterises  the  Greco-Roman  architecture.  But  the 

Christians,  in  separating  or  breaking  up  the  arcade,  in  abandoning  the 

use  of  the  ancient  orders,  and  in  making  the  column  the  real  support  of 

the  arch,  laid  the  foundations  of  a  new  stjde,  which  led  to  the  exclusive 

emplopnent  of  arches  and  vaults  in  Christian  edifices.  The  Church  of 

St.  Sophia  at  Constantinople,  built  by  Justinian  in  the  middle  of  the  sixth 

century,  affords  the  most  ancient  example  of  this  system  of  construction 

by  arches  and  vaults  in  a  Christian  church  of  large  dimensions." 
Transported  to  the  East,  the  Latin  style  there  assumed  a  new  character, 

owing  especially  to  the  adoption  and  generalisation  of  the  cupola,  of  which 

there  were  some  examples  in  Roman  architecture,  but  only  as  an  accessory ; 

whereas,  in  what  is  called  Byzantine  architecture,  this  form  became  dominant, 

and,  as  it  were,  fundamental ;  thus,  at  all  periods  and  at  each  time  that  the 

architectural  influence  of  the  East  made  itself  felt  in  the  West,  we  see  the 

cupola  introduced  into  buildings.  The  Church  of  St.  Yitale  at  Ravenna 

affords,  in  its  plan  (Fig.  247)  and  in  its  general  appearance,  an  example  of 

this  influence,  which  is  quite  Byzantine. 

Edifices  of  Latin  architecture,  properly  so  called,  are  rare ;  we  might 

almost  say  that  they  have  all  disappeared  (Figs.  248  and  249)  ;  but,  if  some 

churches  in  Rome,  whose  foundation  dates  back  to  the  fifth  and  sixth 

centuries,  can  be  considered  as  specimens  of  this  first  period  of  Christian 

art,  it  is  in  the  arrangement  of  the  plan  much  more  than  in  the  details  of 

execution,  which  are,  for  the  most  part,  the  work  of  later  periods. 

In  the  days  when  Christianity  was  so  triumphantly  established  as  to  have 

no  fear  nor  scruple  in  utilising,  in  the  construction  of  its  churches,  the  ruins 

of  the  ancient  temples,  it  generally  happened  that  the  architect,  conforming 

himself  to  new  requirements,  endeavoured  by  a  prudent  return  towards  the 

traditions  of  the  past,  to  avoid  those  striking  incongruities  which  would  have 

deprived  of  all  their  value  the  magnificent  materials  he  had  at  his  disposal. 

Hence  arose  a  style  still  undecided ;  hence  mixed  creations,  which  it  will 

suflice  merely  to  mention.  Then  we  must  not  forget — to  say  nothing  of  the 

case  in  which,  as  in  the  old  Roman  city.  Christian  basilicas  might  be  built 
with  the  marble  of  heathen  sanctuaries — the  monuments  of  this  same  Rome 

were  still  the  only  models  that  presented  themselves  for  imitation.     Finally, 
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for  this  arcliitoctuiv  wliicli  tlic  Cliristian  I'cli^ioii  was  to  cn^atc  as  its  own,  it 

was  obvious  there  would  be  an  infaney,  an  a^c  ot*  groping  in  tlie  dark  and 
of  uneertainty  ;  and  at  length  tliat  there  should  be  a  separation  from  the 

past,  and  a  gradually  experienced  feeling  of  individual  strength  (Fig.  2'">0). 
This  infaney  lasted  about  five  or  six  centuries ;  for  it  was  only  about 

the  year  1000  that  thc^  new  style — which  we  sec  at  first  made  up  of  "  recol- 

lections"   and    weak   innovations — assumed   an    almost    determinate    form. 

Fig.  247. — Church  of  St.  Vitale,  at  Ravenna.     Byzantine  style.     (Sixth  Century. 

This  is  the  period  called  Xorman  or  Romanesque,  which,  according  to 

M.  Yaudoyer,  has  left  us  some  monuments  that  are  "  the  noblest,  the 

simplest,  and  the  severest  expression  of  the  Christian  temple." 

"  Three  years  after  the  year  1000,  which  was  supposed  was  to  be  the 

last  year  of  the  world,"  says  the  monk  Eaoul  Glabcr,  *' churches  were 
renewed  in  nearly  every  part  of  the  universe,  especially  in  Italy  and  in  Gaul, 

although  the  greater  nimiber  were  still  in  a  condition  good  enough  to  require 

no  repairs."     ''It  is  to  this  period,  that  is  to  say,  the   eleventh  century," 
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adds  31.  Yaudoyor,  ''  that  we  must  assign  the  greater  number  of  the  ancient 
churches  of  France,  grander  and  more  magnificent  than  all  those  of  preceding 
centuries  ;  it  was  then,  also,  the  first  associations  of  builders  were  formed, 

whereof  the  abbots  and  the  prelates  themselves  formed  a  portion,  and  which 

were  essentially  composed  of  men  bound  by  a  religious  vow ;  the  Arts  were 
cultivated  in  the  convents,  the  churches  were  built  under  the  direction  of 

bishops ;  the  monks  co-operated  in  works  of  all  kinds.  .  .  .  The  plan  of  the 

Western  churches  preserved  the  primitive  arrangement  of  the  Latin  basilica 

Fig.  248.— The  Church  of  St.  Agones,  at  Rome,  Latin 
style  (Fifth  Centurj).  Restored  and  debased  in 
the  Seventeenth  Centurv. 

Fig.  249.— The  Church  of  St.  :Martin,  at  Tours 

(Sixth  Century).  Rebuilt  or  restored  in  the 
Eleventh  Century. 

— that  is,  the  elongated  form  and  the  lateral  galleries ;  the  most  important 

modifications  were  the  lengthening  of  the  choir  and  of  the  galleries,  or  of 

the  cross,  a  free  passage  established  round  the  apse  (Fig.  251)  ;  and,  lastly, 

the  combination  of  chapels,  which  grouj)ed  themselves  around  the  sanctuary. 
In  the  construction  the  isolated  columns  of  the  nave  are  sometimes  replaced 

by  pillars,  the  spaces  between  which  are  filled  up  with  semicircular  arches, 

and  a  general  system  of  vaulted  roofs  is  substituted  for  the  ceilings  and 
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timber  roofs  of  the  ancient  Tijitin  l)asilicas.  .  .  .  The  use  of  bells,  which 

was  but  sparingly  a<lopte(l  in  the  East,  contributed  1m  give  to  the  churches 

of  the  West  a  character  and  an  appearance  (piite  tlieir  own,  and  which  they 

owe  particularly  to  those  lofty  towers  that  had  become  the  essential  part  of 

their  facade." 
The  facade  itself  is  generally  of  great  simplicity.  AVe  enter  the  edifice 

by  one  of  three  doors,  above  which  runs,  in  most  cases,  a  little  gallery 

formed  of  very  small  columns  close  to  each  other,  suppcjrting  a  range  of 

arcades;    and   these   arcades  are  often  ornamented  with  statues,  as  we  find 

Fig.  250. — Remains  of  the  Church  of  Mouen,  in  Normandy.    Architecture  of  the  Eighth  or  Ninth  Centur}-, 

in  the  church  of  Xotre-Dame  at  Poitiers,  which — together  with  the  churches 

of  Notre-Dame  des  Doms,  at  Avignon  ;  of  St.  Paul,  at  Issoire ;  of  St.  Sernin, 

at  Toulouse  ;  of  !N^otre-Dame  du  Port,  at  Clermont,  &c. — may  be  considered 
as  one  of  the  most  complete  sj^ecimens  of  Xorman  architecture. 

In  churches  of  this  style,  as  for  instance  those  of  St.  Front,  at  Perigueux  ; 

of  Xotre-Dame,  at  Puy  en  Yelay  ;  of  St.  Etienne,  at  Xevers,  are  seen  also 

some  cupolas ;  but  we  must  not  forget  that  the  Byzantine  architects,  whose 

migrations  towards  the  AVest  were  constantly  taking  place  at  this  period, 

could  not  fail  to  leave  traces  of  their  wanderings,  and  we  must  acknowledge 
u 
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that,  especially  iii  our  own  country  (France),  where  Oriental  influence  was 

never   more   than   partial,   the   union    of   the   two   architectonic    principles 

Fig.  251.— Xotre-Dame,  Rouen,  Gothic  stj-le.     (Thirteenth  Centurj-.) 

produced  the  happiest  results.  The  Cathedral  of  Angouleme,  for  examjDle, 
is  justly  regarded  as  one  of  the  edifices  in  which  Oriental  taste  harmonises 

the  best  with  the  Xorman  style. 
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At  till'  l)e«^iiiiiiii<4-  ol'  this  pcM'iod,  tlic  bt'll-towcrs  wcro  oi"  vi-ry  Hltlu 
iiiiportaiico  ;  but  gradually  wo  lind  tlicni  rising  higlicr  and  higher,  and 

attaining  to  great  elevations.  Some  eathedrals  on  the  borders  of  the  Rhine, 

and  the  Church  of  St.  Etienne  at  Caen,  are  examples  of  the  extraordinary 

height  to  "which  these  towers  were  built.  In  principle,  we  may  add,  there 

was  only  one  bell-tower  {V'l'^^.  2'32)  ;  but  it  generally  happened  that  two 
were  given  to  churches  built  or  restored  after  the  year  lOUO  :  St.  Germain- 

des-l*res  had  three  bell-towers — one  over  the  portal,  and  one  at  each  side 

of  the  transept ;  certain  churches  had  four  and  even  five  bell-towers. 

Norman  bell-tow^ers  are  generally  square,  exhibiting,  in  stories,  two 

or  three  ranges  of  round-arched  arcades,  and  terminating  in  a  pyramidal 

roof  resting  on  an  octagonal  base.  The  Abbey  of  St.  Gernuiin  d'Auxerre 
possesses  one  of  the  most  remarkable  bell-towers  of  the  Norman  style ; 

then  come,  although  built  subsequently  to  the  princi^xil  edifice,  those  of 

the  Abbaye  aux  Ilommes,  at  Caen. 

The  sun's  rays  penetrated  into  the  Norman  church  first  through  the 
oculus,  a  vast  round  opening  intended  to  admit  light  into  the  nave,  and 

situated  in  the  upjicr  part  of  the  facade,  which  generally  rose  in  the  form 

of  a  gable  above  one  or  several  rows  of  small  columns  en  the  exterior.  A 

series  of  lateral  windows  opened  on  the  side-aisles  of  the  edifice ;  another 

was  pierced  on  a  level  with  the  galleries  ;  and  a  third  between  the  vaulted 
arches  of  the  nave. 

The  crypt,  a  sort  of  subterranean  sanctuary,  which  generally  contained 

the  tomb  of  some  beatified  saint,  or  of  some  martyr  to  whom  the  edifice  was 

dedicated,  formed  very  often  an  integral  part  of  the  Norman  church.  The 

architecture  of  the  crypt,  which  had  for  its  ideal  object  to  recall  to  the  mind 

the  period  when  the  offices  of  the  Christian  religion  were  performed  in 

caverns  and  in  catacombs,  was  generally  of  a  massive  and  imposing  severity, 

well  suited  to  express  the  sentiment  which  must  have  presided  over  the 
earliest  Christian  buildinsrs. 

The  Norman  style,  grandiose  in  its  austerity,  quiet  and  comjDact  even 

in  its  richest  phantasy,  was  on  the  eve  of  individuaUsiug  for  ever,  perhaps. 

Christian  architecture  ;  its  rounded  arches,  uniting  their  full  soft  curves 

to  the  simple  profiles  of  columns,  robust  even  in  their  lightness,  seemed  to 

characterise  at  one  and  the  same  time  the  elevated  calm  of  hope  and  the 

humble  gravity  of  faith.  But  the  pointed  arch  appeared  ;  not,  indeed,  as 

certain  authors  have  thought  they  were  right  in  affirming,  from  an  outburst 

of  spontaneous  invention,  for  we  find  the  principle  and  the  application  of  it 

not  only  in  many  edifices  of  the  Norman  period,  but  even  in  the  architectural 

contrivances  of  the  most  remote  times.  And  it  happened  that  this  simple 

breaking  up  of  the  round  arch,  which  the  Norman  builders  had  skilfully 
r  2 
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utilised,  giving  more  of  slenderness  or  graceful  strength  to  vaults  of  great 

extent,  became  the  fundamental  element  of  a  style  which,  in  less  than  a 

centurv,   was   to   shut   the   future  to   a   tradition  dating  from   six  or  eight 

Fig.  252. — Ancient  Church  of  St.  Paul-des-Champs,  at  Paris,  founded  in  the  Seventh  Century-,  by  St.  Eloi. 
Restored  and  in  part  rebuilt  in  the  Thirteenth  Century. 

centuries,  and  which  could  with  justice  pride  itself  on  the  most  beautiful 

architectural  conceptions.     (Fig.  256). 

From  the  twelfth   to   the  thirteenth  century  the   transition  took  place. 

The  Xorman  style,  which  is  distinguished  by  its  round  arch,  maintained  the 
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Fig.  253.— Xotrc-Dame  la  Grande  of  Poitiers  ̂ Twelfth  Century). 
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struo-o-le  with  Gothic,  of  which  the  pointed  arch  is  the  distinctive  mark.  In 

the  churches  of  this  period  we  find  also,  with  regard  to  the  ground-plan 

of  edifices,  the  choir  assuming  larger  dimensions,  necessitated  no  doubt 

h}-  increased  ceremonials  in  the  services.  The  Latin  cross,  which  was  the 

o-round-plan  whereon  up  to  this  time  the  greater  number  of  sancturies 

were  built,  ceased  to  indicate  as  precisely  as  heretofore  its  outlines;  the 

nave  was  raised  considerably  in  height,  the  lateral  chapels  were  multiplied, 

and  often  broke  the  perspective  of  the  side- aisles ;  bell-towers  assumed 

greater  importance,  and  the  placing  of  immense  organs  above  the  principal 

entrance  gave  rise  to  a  new  system  of  elevated  galleries  in  this  part  of  the 
building. 

The   churches   of   St.    Denis ;    of    St.    Mcholas,    Blois ;    the   Abbey   of 

Fig.  254. — Tympanum  of  the  Portal  of  St.  Trophimus,  at  Aries.     ̂ Twelfth  Century.) 

Jumieges ;  and  the   Cathedral  of  Chalons- sur-Marne,  are  the  principal  ex- 

amples of  the  architecture  of  the  mixed  style. 

It  should  be  remarked  that  for  a  long  while,  in  the  north  of  France, 

the  pointed  arch  had  prevailed  almost  entirely  over  the  round  arch,  at  the 

time  when,  in  the  south,  JN'orman  tradition,  blended  with  the  Byzantine, 
still  continued  to  inspire  the  builders.  ^Nevertheless,  the  demarcation  cannot 

be  rigorously  established,  for,  at  the  time  when  edifices  of  the  purest  [N^orman 
style  showed  themselves  in  our  (French)  northern  counties  (as,  for  example, 

the  Church  of  St.  Germain-des-Pres,  and  the  apse  of  St.  Martin-des-Champs, 

Paris),  we  find,  at  Toulouse,  at  Carcassonne,  the  most  remarkable  specimens 

of  the  Gothic  style.  At  last  Gothic  architecture  finally  gained  the  day. 

*'  Its  principle,"  says  M.  Yitet,  ''is  in  emancipation,  in  liberty,  in  the  spirit 
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of  association  and  commerce,  in  sentiments,  quite  indigenous  and  quite 

national  :  it  is  homely,  and  more  than  tluit,  it  is  French,  English,  Teutonic, 

as  the  case  may  be  ;  Xorinan  architecture,  on  the  contrary,  is  sacerdotal/* 

.  .,    imbS'Ti 

Jj-pf',/ 
M  I 

/  v 

^^■■w.^ 

::v..^.-x^>i.-:  -^^v^^^.  ..^j^..jm-r:.. 

Fig.  255. — Details  of  the  Portal  of  St.  Trophimus,  at  Aries,     (Twelfth  Centurj-.) 

And  M.  Yaudoyer  adds  :  "  The  rounded  arch  is  the  determinate  and 

inyariable  form  ;  the  pointed  arch  is  the  free  and  indefinite  form  which  lends 

itself  to  unlimited  modifications.  If,  then,  the  Pointed  style  has  no  longer 

the  austerit}'  of  the  Xorman,  it  is  because  it  belongs  to   that   second  phase 
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of  all  civilisation,  in  whicli  elegance  and  richness  replace  the  strength  and 

the  severity  of  primordial  types.'' 
It  was,  moreover,  at  this  period  that  architecture,  like  all  the  other  arts, 

left  the  monasteries  to  pass  into  the  hands  of  lay  architects  organised  into 

confraternities,  who  travelled  from  place  to  place,  and  thus  transmitted  the 

traditional  types ;  the  result  of  this  was  that  buildings  raised  at  very  great 

Fig.  256. — Cloister  of  the  Abbey  of  Moissac,  Guj-enne.     (Twelfth  Century.) 

distances  from  each  other  presented  a  striking  analogj^   and  often  even  a 

complete  similitude  to  each  other. 

There  has  been  much  discussion  not  only  on  the  origin  of  the  pointed 

arch,  but  also  as  to  the  beauty  and  excellence  of  its  form.  According  to  some 

it  was  suggested  by  the  sight  of  many  arches  interlaced,  and  only  constituted 



Fig.  257.— [Nlayence  Cathedral.     Romanesque.     (Twelfth  and  Thirteenth  Centuries.) 
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one  of  those  fantastic  forms  whicli  an  art  in  quest  of  novelty  adopts ;  others, 

among  whom  is  M.  Yaudoyer,  attribute  to  it  the  most  remote  origin,  by 

making  it  result  quite  naturally  from  the  first  attempts  at  building  in  stone, — 

"  from  a  succession  of  courses  of  stone  so  arranged  that  each  overhung  the 

other  ;"  or  else  in  wooden  constructions,  "from  the  greater  facility  there  was 

in  forming  with  beams  a  pointed  rather  than  a  perfectly  rounded  arch  ;  " 
others  consider  the  adoption  of  the  Pointed  style,  as  we  said  above,  as 

nothing  but  a  proof  of  the  religious  independence  succeeding  the  rigid  faith 

of  earlier  daj^s.  A  third  opinion,  again,  is  that  of  M.  Michiels,  who  looks 
on  the  Pointed  style  as  in  some  sort  an  inevitable  result  of  the  boldness  of 

the  IS^orman,  and  who  considers  the  Gothic,  of  which  it  is  the  charac- 

teristic, as  "  expressing  the  spirit  of  a  period  when  religious  feeling  had 
attained  its  most  perfect  maturity,  and  Catholic  civilisation  produced  its 

sweetest  and  most  agreeable  fruits." 
Whatever  may  be  the  merits  of  these  different  opinions,  into  the  dis- 

cussion of  which  we  need  not  enter,  it  is  now  generally  assumed  that  the 

Pointed  style,  properly  so  called,  sprang  up  first  within  the  limits  of  the 

ancient  Ile-de-France,  whence  it  propagated  itself  by  degrees  towards  the 

southern  and  eastern  provinces. 

M.  Michiels,  agreeing  on  this  point  with  the  celebrated  architect  Lassus, 

points  out  that  it  would  be  as  difficult  to  attribute  the  creation  of  this  style 

to  Germany  as  to  Spain.  It  was  in  the  thirteenth  century  that  the  finest 

Gothic  buildings  appeared  in  France  ;  while  in  Germany,  except  the  churches 

built,  as  it  were,  on  the  French  frontier,  we  find  nothing  at  that  period  but 

Romanesque  churches  (Fig.  257)  ;  and  it  is  reasonable  to  suppose  that,  if  we 

owed  the  general  adoption  of  the  pointed  arch  to  Spain,  the  introduction  of 

it  would  have  been  gradually  made  through  that  part  of  the  country  situated 

beyond  the  Loire,  where,  however,  the  Norman  style  continued  to  be  in  great 

favour  when  it  was  almost  entirely  abandoned  in  the  north  of  France. 

A  century  sufficed  to  bring  the  Pointed  style  to  its  highest  perfection. 

Xotre-Dame  (Fig.  258)  and  the  Sainte-Chapelle,  in  Paris  ;  Notre-Dame, 

Chartres;  the  cathedrals  of  Amiens  (Fig,  259),  Sens,  Bourges,  Coutances, 

in  France ;  those  of  Strasbourg,  Fribourg,  Altenberg,  and  Cologne,  in 

Germany,  the  dates  of  whose  construction  succeed  each  other  at  intervals 

from  the  first  half  of  the  twelfth  to  the  middle  of  the  thirteenth  century, 

are  so  many  admirable  specimens  of  types  of  this  art,  which  w^e  may  here 
call  relatively  new. 

To  know  to  what  marvellous  variety  of  combinations  and  effects,  by 

merely  modifying  it  in  height  and  breadth  from  its  original  type,  this 

pointed  arch,  which,  taken  by  itself,  might  appear  the  simplest  of  forms, 

can  attain,  one  must  have  passed  some  time  in  dividing  into  the  different 
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Fig.  259. — Interior  of  Amiens  Cathedral.     (Thirteenth  Century.) 
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Strasboiirf^ ;  the  first  of  which  attracts  attention  by  the  sustained  boldness 

of  its  lines,  strong  as  they  are  graceful ;  the  second,  by  its  perfectly  bold 

independence,  seeming,  as  it  does,  to  taper  away  as  by  enchantment,  in 

order  to  bear  to  an  incompnOiensible  height  the  evidence  of  its  surprising 

temerity. 

A\  e  must  rise  in  tliouglit  above  the  edifice  to  grasp  the  plan  of  its 

first  conception  ;  we  must,  from  below,  study  it  on  all  sides  to  perceive 

with  what  art  its  various  parts  are  arranged,  grouped,  placed  at  certain 

intervals  from  each  other  ;  we  must  seek  to  discover  the  contrivance  by 

virtue  of  which  the  immense  variety  of  curves,  of  sloping  and  vertical 

lines,  are  harmonised  ;  we  must  enter  the  church  and  stand  in  its  nave,  with 

its  interminable  delicate  ribs — how  manv  clusters  of  small  columns  extend 

Fig.  260  —Capital  of  a  Column  in  the  Abbey  of 
St.  Genevieve  (destroyed),  Paris. 

(Eleventh  Century.^ 

Fig.  261. — Capital  of  a  Column  in  the  Church  of 
St.  Julien-le-Pauvre  (destroyed),  Paris. 

(Twelfth  Centur)-.) 

above  the  slender  pillars  I — we  must  contemplate  the  beautiful  fancies  of  the 

rose- windows,  which  by  their  many -coloured  glass  sober  down  the  glare 

of  the  light  passing  through  them ;  we  must  gain  the  summit  of  those 

towers,  those  spires,  and  from  them  command  the  dizzy  extent  of  aerial 

space,  and  the  landscape  stretching  out  around  them  below ;  we  must  follow 

attentively  with  our  eye  the  strikingly  bold  outlines  which  the  turrets, 

the  ornamented  gables,  the  tops  of  the  bell-towers  trace  upon  the  sky.  This 

done,  we  should  yet  have  paid  but  a  brief  tribute  of  attention  to  these 

prodigious  edifices. 

When  you  approach  the  Gothic  church,  when  you  stand  beneath  its 

lofty  roof,  it  is  as  if  a  new  country  were  receiving  you,  possessing  you, 

casting  around  you  an  atmosjohere  of  reverie  in  which  you  feel  your  wretched 
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servitude  to  worldly  interests  vanishing  away,  and  you  become  conscious 

of  more  solid,  more  imjDortant  ties,  springing  up  in  you.  The  Deity 

whom  our  finite  nature  can  figure  to  ourselves  seems  in  fact  to  inhabit 

this  immense  building,  to  be  willing  to  put  himself  in  direct  communion 

with  the  humble  Christian  who  approaches  to  bow  down  before  Him.  There 

is  nothing  in  it  of  the  human  dwelling-place — all  relating  to  our  poor 
and  miserable  existence  is  here  forgotten ;  He  for  whom  this  residence 

was  constructed  is  the  Strong,  the  Great,  the  Magnificent,  and  it  is  from  a 

paternal  condescension  that  He  receives  us  into  His  holy  habitation. 

The  Christianit}^  of  the  Middle  Ages  had  then  been  able  to  find  in  the 

Fig.  262. — Fragment  of  the  Architecture  of  the  Goths, 
Toledo.    (Seventh  Centur}\) 

Fig.  263. — Capital  in  the  Church  of  the  Celestins 

(destroyed),  Paris.    (Fourteenth  Centur}'.) 

Gothic  style  a  tongue  as  tractable  as  it  was  energetic,  as  s-imple  as  it  was 
ingenious,  which,  for  the  pious  excitement  of  souls,  was  to  declare  to  the 

senses  all  its  ineffable  poetry.  But  as  the  unbounded  faith,  of  which  it  was 

the  faithful  organ,  was  on  the  next  da^^Ti  of  its  most  ardent  aspirations 

about  to  decline,  so  this  splendid  style  was  almost  as  soon  to  lose  its  vigour, 

and  to  exhaust  itself  in  the  unrestrained  manifestation  of  its  power. 

Springing  into  existence  with  the  warm  enthusiasm  of  the  first 

Crusades,  the  Pointed  stjde  seems  to  follow  in  its  different  phases  the 

decline  of  faith  in  the  time  of  these  adventurous  enterprises.  It  began  by 

a  sincere  outburst,  and  was  produced  by  a  bold,  unshackled  genius ;  then 

a  factitious  or  reflected  ardour  gave  birth  to  elaborateness  and  mannerism ; 
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then  the  fervent  zciil  and  the  artistic  sentiment  dwindled  awiiy  :  this  is  the 
decadence. 

Gotliic  art  raised  itself  in  less  than  a  century  to  its  zenith  ;  within  two 

centuries  moijc  it  was  to  reach  the  fatal  point  when  it  would  ])(><^in  to  decline. 
The  thirteenth  century  saw  it  in  all  its  glory  witli  the  edifices  we  have 

mentioned  ;  in  the  fourteenth  it  had  become  the  Florid  or  llatjotuHUit  Gothic, 

which  produced  the  churches  of  8t.  Ouen  at  llouen,  and  of  St.  Eticnne  at 

Metz.  "  Then,"  says  M.  A.  Lefovre,  one  of  the  latest  historians  of  architec- 

ture, "  no  more  walls ;  everywhere  open  screen  work  supported  by  slender 
arcades ;  no  more  capitals,  rows  of  foliage  imitated  directly  from  nature ;  no 

more  columns,  lofty  pillars  ornamented  with  round  or  bevelled  mouldings. 

As  yet,  however,  there  was  nothing  weakly  in  its  extreme  elegance;  slim  and 

delicate  without  being  gaunt,  the  Florid  style  did  not  in  the  least  disfigure 

the  churches  of  the  thirteenth  centurv,  which  it  bounded  and  decorated. 

*'  But  after  the  Rayonuant  Gothic  came  the  Flamhoyant,  which,  always 
under  the  pretext  of  lightness  and  grace,  denaturalises  the  ornaments,  the 

forms,  and  even  the  proportions  of  the  architectual  members.  It  effaces 

the  horizonal  lines  which  used  to  give  two  stories  to  the  windows  of  the 

nave,  fills  up  the  nave  with  irregular  compartments,  cceurs,  soufflcfs,  and 

fJammcs  ;  suppresses  the  angles  of  the  pillars  and  sharpens  the  mouldings ; 

leaves  even  to  the  most  massive  supports  nothing  but  an  undulating, 

vanishing,  impalpable  form,  where  shadow  cannot  fix  itself ;  changes  the 

lancet-arches  into  braces,  or  into  flat-arched  vaults  more  or  less  depressed, 
and  the  florid  ornamentation  of  the  pinnacles  into  whimsical  scrolls.  It 

reserved  all  its  riches  for  accessory  or  external  decorations,  stalls,  pulpits, 

hanging  key-stones,  running  friezes,  rood-screens,  and  bell-towers.  The 

decadence  of  the  style  as  a  whole  corresponds  with  great  progress  in  the 

details."     (Fig.  264.) 

The  churches  of  St.  Wulfran,  Abbeville ;  of  !N^otre-Dame,  Clery-sur- 
Loire ;  of  St.  Riquier,  Corbeil ;  and  the  cathedrals  of  Orleans  and  of 

]N"antes,  may  be  cited  as  the  principal  specimens  of  the  Flamboyant  style,  and 
as  the  last  notable  manifestations  of  an  art  which  thenceforward  diverged 

more  and  more  from  its  original  inspiration.  The  middle  of  the  fifteenth 

century  is  generally  fixed  as  the  limit  beyond  which  the  handsome  Gothic 

buildings  that  still  rose  were  no  longer,  in  any  degree,  the  normal  produc- 

tions of  their  period,  but  were  felicitous  copies  or  imitations  of  works  already 
consecrated  bv  the  history  of  the  art. 

A  remark  may  here  be  made  showing  to  what  extent  religious  feeling 

predominated  in  the  Middle  Ages ;  it  is  that  at  the  very  moment  when 

the  Xorman  and  Gothic  architects  were  designing  and  producing  so 

many  marvellous  habitations  for  the  Deity,  they  seemed  to  bestow  scarcely 
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any  iittcution  on  the  construct  ion  of  comfortable  or  luxurious  dwellings  for 

man,  even  those  destined  lor  the  most  exalted  personages  of  the  State. 

In  proportion  as  the  sentiment  of  original  faith  lost  its  intensity,  Art 

occupied  itself  more  and  more  with  princely  and  lordly  habitations. 

The  middh'  class  was  the  last  favoured  by  this  progress,  and  the  feeling 

of  their  ])osition  as  citizens  had  taken  the  place  of  a  zeal  exclusively  pious ; 

80  we  find  the  ''town-halls'*  absorbing  the  splendour  and  elegance  of  which 
private  houses  remained  destitute,  these  being  generally  built  of  wood  and 

plaster,  and  in  the  heart  of  the  towns,  so  close  together  that  they  seemed  to 

be  disjiuting  for  light  and  air. 

Fig.  205. — Ancient  Castle  ol  Marcoussis,  near  RambouiUet.     ^Thirteenth  Century.) 

Everywhere,  during  the  Middle  Ages,  rose  the  church. — the  home  of 
peace ;  but  everywhere  also  towered  up  at  the  same  time  the  castle,  that 

characterised  the  permanent  state  of  war  in  which  feudal  society  lived, 

delighted,  and  gloried. 

'*  The  castles  of  the  richest  and  most  powerful  nobles,"  says  M.  Yaudoyer, 

"  consisted  of  irregidar,  uncomfortable  buildings,  pierced  with  a  few  narrow 
windows,  standing  within  one  or  two  fortified  enclosures,  and  surrounded 

by  moats.  The  donjon,  a  large  high  tower,  generally  occupied  the  centre, 

and  other  towers,  more  or  less  numerous,  flanked  the  walls,  and  served 

for  the  defence  of  the  place."    (Fig.  '26-5.)    ''  These  castles,"  adds  M.  Merimee, 
X 
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^'  generally  present  tlie  same  characteristics  as  the  ancient  casteUum ;  but 
a  certain  ruggcdness,  a  striking  quaintness  in  plan  and  execution,  bear 

witness  to  a  personal  will,  and  that  tendency  to  isolation  which  is  the 

instinctive  sentiment  of  the  feudal  system." 
In  most  of  the  buildings  destined  for  the  privileged  classes,  it  seems  as 

if  it  were  deemed  unnecessary  that  care  should  be  taken  to  secure  harmony 

of  form.  The  decorative  style  of  the  j)eriod  showed  itself  chiefly  in  the 

interior  of  some  of  the  principal  apartments,  the  habitable  quarters  of 

the  lord  of  the  castle  and  of  his  family.  There  were  vast  fireplaces  with 

enormous  cliimney-corners  surmounted  by  projecting  mantelpieces ;  the 
vaulted  roof  was  ornamented  with  pendents  of  various  devices,  and  with 

painted    or    carved   escutcheons.      Xarrow   closets,   contrived   in   the  walls, 

.-^"^r 

Fig.  266. — Staircase  of  a  Tower. 
(Thirteenth  Century.) 

Fig.  267. — Pointed  Window  with  Stone  Seats. 

served  as  sleeping-places.  The  embrasures  of  the  windows  pierced  in  the 
excessively  thick  walls  formed  so  many  little  chambers,  raised  a  few  steps 
above  the  floor  of  the  room  to  which  they  admitted  light.  Stone  seats  ran 
along  each  side  of  these  embrasures.  Here  the  inmates  of  the  tower 

generally  sat  when  the  cold  did  not  oblige  them  to  draw  near  to  the 
fireplaces.     (Figs.  2G6  and  267.) 

With  the  exception  of  these  slight  sacrifices  made  to  the  comforts  of 

life,  everything  in  the  castle  was  arranged,  contrived,  and  disposed  with  a 

view  to  strength  and  resistance;  and  yet  it  cannot  be  denied  that,  unin- 

tentionally, the  builders  of  these  silent  edifices  have  many  a  time — aided 

often,  it  is  true,  by  the  picturesque  sites  which  encircle  their  works — 

attained  to  a  majesty  of  height  and  a  grandeur  of  form  truly  extraordinary. 
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If  tlie  Xorinuii  cliurcli  expresses  with  gentle  sevei'lty,  and  tlie  Gothic 

church  with  sumptuous  fane}',  tlie  important  and  sublime  (hjctrines  of  tlie 
Gospel,  we  must  e(iually  allow  that  the  castle,  in  some  sort,  loudly  proclaims 
the  stern  and  uncivilised  notions  of  (lie  leiidal  aullioiiu  of  which  it  was  at 

once  the  instrununl  and  the  symbol. 

Placed,  in  most  cases,  on  natural  or  artificial  eminences,  it  is  not  without 

V\'^.  2G8. — Tiic  Castle  ol  Coucy  in  its  ancient  slate. 
(From  a  Miniature  taken  from  a  Manuscrii>t  of  the  Thirteenth  Century.) 

a  sort  of  eloquent  boldness  that  the  towers  and  donjons  .--hoot  into  the 
air,  succeed  each  other  at  intervals,  command  and  support  each  other.  It 

is  frequenth^  not  without  a  sort  of  fantastic  grace  that  the  walls  scale  the 

rising  ground,  making  an  infinity  of  the  strangest  bends,  or  coiling  them- 
selves about  with  the  supple  case  of  a  serpent. 

.  .«1imiifi  i<mfaii.-'.M.ii«:— w-t.T   r..T;.. 

Fijj.  269. — The  Castle  of  \'inccr.nes,  as  it  appeared  in  the  Seventeenth  Centur)-. 

Evidently,  if  the  castle  raises  its  gloomy  head  high  into  the  air,  it  has  no 

other  object  in  doing  so  than  to  secure  to  itself  the  advantages  of  distance 

and  height ;  but  not  the  less  on  that  account  docs  it  stand  out  on  the  sky 

a  grand  object.  The  masses  of  its  walls  imsymmetrically  pierced  with 

sombre  loopholes  present  an  abrupt  and  naked  appearance  ;  but  the 

monotony  of  their  lines  is  picturesquely  broken  b}-  the  projection  of  over- 
X  2 
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liano-Ing   turrets,  by  the   corbels  of   the  machicolated  arches,   and  by  the 
embrasures  of  the  battlements. 

A  vast  amount  of  civilisation  still  exists  for  him  who  recalls  the  past  in 

the  multitude  of  ruins  which  were  the  witnesses  of  bloody  feudal  divisions ; 

and  we  must  add  to  the  system  of  isolated  castles  that  often  commanded 

the  most  deserted  valleys,  the  apparatus  of  strength  and  defence  of  cities 

and  towns — gates,  ramparts,   towers,   citadels,  &c.,  immense  works   which. 

f/SS^,  r^G 

Fig.  270. — Tour  de  Nesle,  which  occupied  the  site  of  the  Exchange  on  the  banks  ot  the  Seine,  Paris. 

(From  an  Engraving  of  the  Seventeenth  Ccnturj-,) 

although  inspired  solely  by  the  genius  of  strife  and  dissension,  did  not  fail 

nevertheless,  in  many  instances,  to  combine  harmony  and  variety  of  detail 

with  the  general  grandeur  of  the  whole. 

We  may  cite,  as  examples  of  architecture  purely  feudal,  the  castles  of 

Coucy  (Fig.  268),  Yincennes  (Fig.  269),  Pierrefonds,  the  old  Louvre, 

the  Bastille,  the  Tour  de  Nesle  (Fig.  270),  the  Palais  de  Justice,  Plessis- 

les-Tours,  &c. ;  and  as  specimens  of  the  fortified  town  in  the  Middle  Ages, 
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Provence;  Narbonne,  Tliann  (iraut-Kliin),  Vendome,  Yilleneuve-le-Roi, 

^loulins,  Moret  (Fig.  271),  Provins  (Fig.  272),  also  afford  cliaracteristic 

remains  of  ancient  military  arcliitecture. 

While  the  nobles,  jealous  and  suspicious,  sheltered  themselves  in  the 

shadow  of  donjons  built  with  many  strategical  contrivances  and  of  sub- 

stantial materials ;  while  the  large  and  small  towns  were  surrounded  with 

deep  moats,  high  walls,  impregnable  towers,  the  most  primitive  simplicity 

presided  over   the  construction  of  private    dwellings.      Stone  hardly  ever, 

Fig.  271. — 'Gate  of  Moret.     (Twelfth  Century.) 

and  brick  but  seldom,  figured  among  the  materials  employed.  Sawed  or 

squared  timbers  serving  as  ribs,  mud  or  clay  filling  up  the  interstices,  were 

all  that  was  at  first  required  for  the  erection  of  houses  as  small  as  they 

were  comfortless,  and  following  each  other  in  irregular  lines  along  the 

narrow  streets.  Corbels,  it  is  true,  began  to  be  adorned  with  carvings 

and  paintings,  the  facades  with  panes  (glass)  of  different  colours ;  but  we 

must  reach  the  last  half  of  the  fifteenth  century  before  we  see  the  resoui'ces 
of  architecture  applied  to  the  erection  and  ornamentation  of  private  houses. 

Moreover,  faith  was  already  growing  weak;  and  no  longer  was  it  possible 

to   direct   all   the   resoui'ces   of    an  entire   province  to   the    honour  of   the 
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Deity  by  tlic  erection  of  a  chiircli ;  the  use  of  gunpowder,  by  revolutionising 

tlie  art  of  war,  came  to  lessen,  if  it  did  not  annihilate,  the  vast  strength 

of  walls ;  the  decline  of  feudalism  itself  had  commenced ;  and  lastly,  the 

enfranchisement  of  corporations  gave  rise  to  a  perfectly  new  order  of 

individuals  who  took  their  place  in  history.  We  must  refer  to  this  period 

the  house  of  Jaccpies  Cocur,  Bourgcs ;  the  Hotel  de  Sens,  Paris  (Fig.  273) ; 

the  Palais  de  Justice,  Pouen  ;  and  those  town-halls  in  which  the  belfry 

was  then  considered  as  a  sort  of  palladium,  in  whose  shade  the  sacred 

rights  of  the  community  sheltered  themselves.  It  is  in  our  (French) 

northern  towns — St.  Quentin,  Arras,  Noyon  ;  and  in  the  ancient  cities  of 

Belgium — Brussels  (Fig.  274),  Louvain,  Ypres,  that  these  edifices  assume 
the  most  sumptuous  character. 

Fig.  272. — Gate  of  St.  John,  with  Drawbridge,  Provins.     (Fourteenth  Ccntu'}".) 

In  Germany,  where  for  a  time  it  reigned  almost  exclusively,  Gothic  art 

established  the  cathedrals  of  Erfurt,  of  Cologne,  Fribourg,  and  of  Vienna  ; 

then  it  died  away  in  the  growth  of  the  Flamboyant  style.  In  England, 

after  having  left  some  magnificent  examples  of  pure  inspiration,  it  found 

its  decline  in  the  attenuated  mcagreness  and  the  complicated  ornamentation 

of  the  Perpendicular  period.  If  it  penetrated  also  into  Spain,  it  was  to 

contend  with  diificulty  against  the  mighty  Moorish  school,  which  had  too 

many  imposing  cJiofs-cVceuvrc  in  the  past  to  surrender  w^ithout  resistance 
the  country  of  its  former  triumphs  (Fig.  27o).  In  Italy  it  clashed  not 

only  with  the  Latin  and  Byzantine  schools,  but  also  Avith  a  style  that,  just 

beginning  to  form  itself,  was  soon  to  dispute  with  it  the  empire  of  taste, 
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and  to  (U'tlirone  it  in  that  very  land  wliicli  liad  been  its  cradle.  The 
cathedrals  of  Assisi,  of  Siena,  of  ̂ lilan,  are  the  splendid  works  in  which 

its  influence  triumphed  over  local  traditions  and  over  the  llcnamance  that 

was  preparing  to  follow ;  yet  wo  must  not  think  that  it  Ruccecded  even 

there  in  rendering  itself  absolutely  the  master,  as  it  had  done  on  the 

Rhenish  or  British  territories.  Sacrifices  were  made  in  its  favour;  but 

these  sacrifices  did  not  amount  to  an  entire  immolation. 

When  we  use  the  word  llenamancc^  we  seem  to  be  speaking  of  a  return 

to  an  age  already  gone  by,  of  the  resurrection  of  a  period  that  had  passed 
away.  It  is  not  strictly  in  this  sense  that  the  word  niu>t  l)e  understood 

in  the  present  instance. 

"^^J^i^^^S^iStlv 

Fig.  27J.— Doorways  of  the  Hotel  de  Sens,  at  Paris  ;  the  last  remaining  portion  of  the  Hotel  Ro5*al  de 
Saint- Pol,  built  in  the  reign  of  Charles  \.    (Fourteenth  Centurj-.) 

Inheriting  from  of  old  the  artistic  temperament  of  Greece,  rather  than 

spontaneously  creating  of  herself  any  style,  Italy,  among  all  the  nations  of 

Europe,  was  the  country  which  had  most  successfully  resisted  the  profound 

darkness  of  barbarism,  and  the  first  on  which  the  light  of  modern  civilisation 
shone. 

At  the  period  of  this  new  dawn  of  genius,  Italy  had  only  to  ransack  the 

ruins  its  first  magnificence  had  bequeathed  it  to  find  among  them  examples 

it  might  follow ;  moreover,  it  was  the  time  when  the  active  rivalry  of  its 

republics  caused  all  the  treasures  of  ancient  Greece  to  flow  into  it.  But 

while  it  derived  inspiration  from  these  abundant  manifestations  of  another 

age,  it  never  entertained  the  idea  of  abandoning  itself  exclusiyely  to  a 

servile  imitation ;  it  had — and   in   this   consists   its  chief   title   to  glory — 
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while  giving  a  peculiar  direction  to  the  revivals  of  the  antique,  the  good 

sense  to  remain  under  the  poetic  influence  of  that  simple  and  congenial  art 

which  had  consoled  the  world  during  the  whole  continuance  of   that  pro- 

Fig.  274.— Belfrj'  of  Brussels  (Fifteenth  Century),  from  an  engraving  of  the  Seventeenth  Centurj,'. 

tracted  infancy  of   a   civilisation  which  was  at  last  advancing  with  rapid 
strides  towards  perfect  manhood. 

From  the  twelfth  century,  Pisa  gave  an  impetus  to  the  art  by  building 

its  Duomo,  its  Baptistery,  its  Leaning  Tower,  and  the  cloisters  of  its  famous 



u 

u 
o 



314  ARCHITECTURE. 

Ciimpo  Santo ;  so  many  admirable  works  forming  an  era  in  tlie  history 

of  modern  art,  and  in  a  brilliant  manner  opening*  the  career  on  which  so 

many  distinguished  men  were  to  enter,  rivalling  each  other  in  invention, 

in  science,  and  in  genius.  In  these  monuments  the  union  of  Oriental 

taste  with  the  traditions  of  ages  gone  by  created  an  originality  as  grand  as 

it  was  graceful.  *'  It  is,"  as  M.  A.  Lefevre  points  out,  *^  the  Antique  without 

its  nudity,  the  Byzantine  without  its  heaviness,  tlie  fervour  of  the  'Western 

Gothic  without  its  ghastliness"  (effroi). 
In  129-1:  the  magistrates  of  Florence  passed  the  following  decree,  charg- 

ing the  architect,  Arnolfo  di  Cambio,  to  convert  into  a  cathedral  the  church, 

till  then  of  little  importance,  of  Santa  Maria  de'  Piori : — ''  Forasmuch,"  they 

said,  '*  as  it  is  in  tlie  highest  degree  prudent  for  a  people  of  illustrious  origin 
to  proceed  in  their  affairs  in  such  manner  that  their  public  works  may 

cause  their  grandeur  and  wisdom  to  be  acknowledged,  the  order  is  given  to 

Arnolfo,  master-architect  of  our  town,  to  make  plans  for  repairing  the 

Church  of  Santa  Maria  with  the  greatest  and  most  lavish  magnificence,  so 

that  the  skill  and  prudence  of  men  may  never  invent,  nor  ever  be  able  to 

undertake,  anything  more  imj^ortant  or  more  beautiful." 
Arnolfo  applied  himself  to  his  task,  and  conceived  a  plan  which  the 

shortness  of  human  life  did  not  allow  him  to  carry  out ;  but  Giotto  succeeded 

him,  and  to  Giotto  succeeded  Orcagna,  and  to  Orcagna,  Brnnelleschi,  who 

designed  and  almost  completed  that  Duomo  which  Michel- Angelo  said 

it  would  be  difficult  to  equal  and  imj^ossible  to  sui'pass. 

Arnolfo,  Giotto,  Orcagna,  Brunelleschi — does  it  not  suffice  to  cite  these 

great  names  for  us  to  form  an  idea  of  the  movement  going  on  at  this  period? 

which  was  soon  to  produce  xVlberti,  Bramante,  Michel-Angelo,  Jacopo  della 

Porta,  Baldassare  Peruzzi,  Antonio  and  Juliano  da  Sangallo,  Giocondo, 

Vignola,  Serlio,  and  even  Piaphael,  who,  when  he  liked,  was  a  mighty 

architect  as  he  was  a  marvellous  painter.  It  was  in  Rome  that  these  princes 

of  the  art  congregated  together,  as  the  splendours  of  St.  Peter's  (Fig.  276), 
to  mention  only  one  of  their  grand  creations,  still  attest ;  so,  it  is  from  this 

city  that  henceforward  light  and  example  are  to  come. 

In  the  style  which  this  masterly  phalanx  created,  the  Latin  rounded  arch 

regained  all  its  ancient  favour,  and  united  itself  to  the  ancient  orders,  which 

became  intermingled,  or,  at  any  rate,  sujDcrposed.  The  pointed  arch  was  aban- 
doned, but  colimms,  capitals,  and  entablatures  were  endowed  with  a  variety  not 

much  less  effective  than  that  of  Gothic ;  the  Grecian  pediment  reappeared, 

changing  sometimes  the  U2)per  lines  of  its  triangle  into  a  depressed  semicircle  ; 

lastly,  the  cupola,  that  striking  object  which  was  the  characteristic  feature  of 

the  Byzantine  style,  became  the  dome,  whose  ample  curve  rivalled  in  the 

daring  heights  whereto  it  rose,  the  wonders  of  the  Perpendicular  Gothic. 
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Fig.  270. — Interior  of  St.  Peter's,  Rome. 
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The   Italian  Renaissance  was  now  accomplislied,  the  Gothic  age   at   an 

Fig.  277. — Chateau  da  Chambord,  with  its  Ancient  Moat.     (Seventeenth  Century.) 

end.     Rome  and  Florence  sent  in  every  direction  their  architects,  who,  as 

they  travelled  far  from  those  capitals  of   the   new  style,  were  once  more 
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subjected  to  certain  territorial  Influences,  but  wliu  knew  how  to  make  the 

tradition  of  which  they  were  the  apostles  trluniplumt.  It  was  then  that 

France  inaugurated  in  its  turn  a  llenaissancc  peculiar  to  herself ;  it  was  then 

tluit,  under  the  reign  of  Charles  VIII.,  after  his  expedition  into  Italy,  began, 
wilh  the  Chateau  de  Gaillon,  a  long  succession  of  edifices,  which  in  many 
cases  yielded  neither  in  richness  nor  in  majesty  to  the  works  of  the  preceding 
period.  Under  Louis  XII.  rose  the  Chateau  de  Blols,  and  the  Hotel  de  la 

Cour  des  Comptes,  Paris,  a  splendid  building  destroyed  by  fire  in  the 

eighteenth  century.  Under  Francis  I.,  Chambord  (Fig.  277),  Fontainebleau, 

Madrid  (near  Paris),  magnificent  royal  whims,  contended  in  elegance  and 

grace  with  the  chateaux  of  Nantouillct,  Chenonceaux,  and  Azai-le-Ptideau ; 

and  with  the  manor-house  of    Ango,  near   Dlej^pe — all   sumptuous,   lordly 

Fig.  278.—  Porte  de  Hal,  Brussels.    (Fourteenth  Century.) 

mansions ;  the  old  Louvre,  the  palace  of  kings,  the  cradle  of  monarchy,  was 

regenerated  under  the  care  of  Pierre  Lescot ;  the  Hotel  de  Yille,  Paris,  still 

bears  witness  to  the  varied  talent  of  Domenico  da  Cortona,  who,  as  M. 

Yaudoyer  said  of  him,  ''  justly  understood  that,  in  building  for  France,  he 
should  act  in  a  perfectly  different  manner  to  that  in  which  he  would  have 

acted  in  Italy."  Under  Henry  II.  and  Charles  XII.  this  activity  continued, 
and  the  architects  who  sought  their  inspirations  in  Grecian  and  Poman 

antiquity,  as  much  as  in  the  souvenirs  of  the  Italian  Penaissance,  delighted 

in  loading  all  the  elegant  and  graceful  buildings  with  ornaments,  with 

bas-reliefs,  and  with  statues,  which  they  seemed  to  carve  in  the  stone,  as 

delicately  wrought  as  a  piece  of  goldsmith's  work.  Philibert  Delorme  built 

for  Diana  of  Poitiers  the  Chateau  d'Anet,  that  architectural  jewel  whose 
portico,  transported  piece  by  piece  at  the  time  of  the  revolutionary  disorders, 
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now  decorates  the  court  of  the  Ecolo  dcs  Beaux- Arts ;  Jean  Bullant  built 

Ecoucn  for  the  Constable  Anne  de  Montmorency ;  and  the  architect  d'Anet 
undertook,  by  order  of  Catherine  de  Medicis,  the  construction  of  the  Palace 

of  the  Tuileries. 

We  must  not  burden  with  details  this  summary  of  one  of  the  most 

important  branches  of  art.  The  history  of  architecture  is  among  those  A'ast 

domains  which  demand  either  a  short  epitome  or  a  thoroughly  deep  investi- 

gation. The  epitome  alone  being  consistent  with  the  plan  of  our  work,  we 

must  confine  ourselves  to  its  limits ;  but  we  may,  perhaps,  be  allowed  to 

think  that  the  too  rapid  pages  thus  devoted  to  the  subject  have  inspired  the 

reader  with  the  desire  of  penetrating  farther  into  a  study  which  is  capable  of 

offering  him  so  many  agreeable  surprises,  so  many  rational  delights. 

^.'r..  ̂ ',ir'Vv7i_ 
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PaiilimoTit  in  Ancient  Times.  —  rapjius.— l'n'i)aralion  of  I'iireliment  nn<\  Vellum  in  tlio  Middle 
Ages.— Sale  of  I'di-chmcnt  at  the  Fair  of  Lciidit. — Privilege  of  tho  University  of  Paris  in 

respect  of  llio  Sale  and  Piirehasc  of  I'arclunent. — l)i(T(;rcnt  A])plication3  of  I'aichment. — 
Cotton  Paper  imported  (Vom  China.  —Order  of  the  Kinporor  Frederick  11.  concerning  Paper. 

— Tho  Employment  of  Linen  Paper  dating  from  the  Twelfth  Century. — Ancient  Water - 
^rarks  on  Paper. — Paper  IMaini factories  in  Fr mcc  and  other  parts  of  Europe. 

liTIIOUGir  most  authors  who  speak  of  parch- 
iiuMit  attribute  tlie  invention  of  it,  on  the 

testimony  of  Pliny,  to  r]umcne8,  King  of 

IV^rgamus  (doubtlessly  from  the  etymology  of 
the  word  by  which  it  was  designated,  viz., 

Pcraamena),  it  seems  to  be  proved,  according 

to  Peignot,  that  the  use  of  it  is  much  more 

ancient,  and  that  its  origin  is  utterly  lost. 

Certainly,  in  many  passages  of  the  Old  Testa- 
ment we  find  a  Hebrew  word,  in  Latin 

vohimcu,  which  can  only  be  understood  to 

mean  a  roll  formed  of  prepared  skin  or  of  the 

leaves  of  papyrus,  and  it  is  consequently  evident  that  the  Jews,  from  the 
time  of  Moses,  wrote  the  tables  of  the  Law  on  rolls  of  i^archment. 

Herodotus  says  that  the  lonians  called  books  diplithcra  (cicpOcpa,  a  pre- 
pared hide),  because,  at  a  time  when  the  biblos  (j5i^\o^,  the  inner  bark  of  the 

papyrus)  was  scarce,  they  wrote  on  skins  of  goats  or  of  sheep.  Diodorus 
Sicidus  affirms  that  the  ancient  Persians  wrote  their  annals  on  skins,  and  we 

must  suppose  that  Pliny's  assertion  refers  only  to  some  imj^rovements  the 
King  of  Pergamus  had  made  in  the  art  of  preparing  a  material  that  could 

supply  the  place  of  papj^rus,  which  Ptolemy  Epiphanes  would  no  longer 
allow  to  leave  Egypt.  The  absolute  deficiency  of  papyrus  raised  into  activity 

the  fabrication  of  parchment,  and  soon  so  large  a  quantity  was  seen  to  flow 

into  Pergamus  that  this  town  was  considered  as  the  cradle  of  the  new  trade, 

already  so  flourishing.  There  were  then  books  of  two  kinds,  the  one  in  rolls 

composed  of  many  leaves  sewed  together,  on  one  side  of  which  only  was 

there  writing ;  the  others,  square-shaped,  were  written  upon  both  sides.     The 
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grammarian  Crates,  ambassador  of  Eumenes  at  Rome,  passed  as  the  inventor 
of  vellum. 

Ordinary  parchment  is  the  skin  of  a  goat,  sheep,  or  lamb,  prepared  in 

lime,  dressed,  scraped,  and  rendered  smooth  by  pumice-stone.  Its  principal 

qualities  are  whiteness,  thinness,  and  stiffness  ;  but  the  work  of  the  currier 

must  have  been  formerly  very  imperfect,  for  Hildebert,  Archbishop  of  Tours 

in  the  eleventh  century,  tells  us  that  the  writer,  before  beginning  his  occu- 

pation, "had  to  clear  away  from  the  parchment,  with  the  aid  of  a  razor, 
the  remains  of  fat  and  other  gross  impurities,  and  then  with  pumice-stone 

to  make  the  hair  and  tendons  disajDpear :"  this  almost  amounts  to  affirming 
that  the  scribes  bought  the  hide  undressed,  and,  by  an  elaborate  preparation, 

made  it  fit  for  proj)er  use.  Virgin  parchment,  which  in  its  grain  and 

colour  resembles  vellum,  was  made  of  the  skins  of  lambs  and  of  goats 

prematurely  born.  Yellum,  more  polished,  whiter,  more  transparent,  is 
made  of  the  hide  of  the  calf. 

It  is  probable  that  with  the  Romans,  papyrus,  considering  the  facility 

they  had  of  procuring  it  for  themselves,  was  more  frequently  used  than 

parchment,  which,  at  first,  was  rare  and  costly.  But  parchment,  more 

durable  and  of  greater  resistance  than  papyrus,  was  reserved  for  the  tran- 

scription of  the  most  important  works.  Cicero,  who  had  many  books  on 

parchment  in  his  magnificent  library,  said  that  he  had  seen  the  ̂ '  Iliad  " 
copied  on  a  scroll  of  pergamena  which  went  into  a  nutshell.  Many  of 

Martial's  epigrams  prove  to  us  that  in  the  time  of  this  poet  such  books 
were  still  more  numerous.  Unfortunately,  there  remains  to  us  no  writing 

on  parchment  dating  from  this  distant  period.  The  Yirgil  in  the  Vatican, 

and  the  Terence  at  Florence,  are  of  the  fourth  and  fifth  century  of  our 

era.  Admitting  that  time  destroj^s  all,  and  also  that  the  work  of  the  rude 
tribes  on  many  occasions  assisted  this  natural  cause  of  destruction,  we 

must  not  forget  that  at  certain  periods,  to  supply  the  place  of  new  parch- 

ment when  it  was  scarce,  a  plan  had  been  devised  of  making  the  parchment 

rolls  which  had  already  been  used  for  manuscripts  serve  again  for  a  similar 

purpose,  either  by  scraping  and  rubbing  them  with  pumice-stone,  or  by 
boiling  them  in  water  or  soaking  in  lime.  There  is  no  doubt  but  the 

scarceness  and  dearness  of  parchment  was  the  cause  of  the  loss  of  very  many 

excellent  works.  Muratori  cites,  for  example,  a  manuscript  of  the  Ambrosian 

Library,  of  which  the  writing,  dating  from  eight  or  nine  centuries  back,  had 

been  substituted  for  another  of  more  than  a  thousand  years  old ;  and  Maffei 

informs  us  that  the  employment  of  ancient  parchment  scraped  and  washed 

became  so  general,  in  the  fourteenth  and  fifteenth  centuries,  throughout 

Germany,  that  the  Emperors  put  a  stop  to  this  dangerous  abuse  by  issuing 

an  order  to  the  notaries  to  use  nothing  but  parchment  '^  quite  new.'* 
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Fig.  279.-Min;ature  of  the  Ninth  Centur,-,  representing  an  Evangelist  who  is  transcribing  the  Sacred  Text 
on  Parchment  with  the  Calamus. 
(Bibl.  de  Bourgogup,  Brussels.) 
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Generally,  the  quality  of  parchment  serves  to  determine  the  date  of  its 

manufacture.  The  vellum  of  manuscripts  till  the  middle  of  the  eleventh 

century  is  very  white  and  thin ;  the  parchment  of  the  twelfth  century  is 

thick,  rough,  and  brownish,  which  often  shows  it  has  been  scraped  or 

washed.  The  greater  number  of  fine  manuscripts  are  on  virgin  parchment, 

which  from  its  nature  was  suited  to  the  delicacies  of  caligraphy  and  illu- 

mination. Moreover,  we  see  from  a  statute  of  the  University  of  Paris,  dated 

1291,  that  the  parchment  trade  had  attained  at  that  period  to  considerable 

development ;   so,  as  a  protection  against  the  frauds  and  deceptions  which 

Fig.  280. — View  of  the  Ancient  Abbey  of  St.  Denis  and  its  Dependencies. 

might  result  from  the  great  competition  of  traders  in  it,  and  to  ensure  a  good 

article  being  furnished  to  students  and  artists,  a  special  privilege  was  granted 

to  the  university,  which,  in  the  person  of  its  rector,  had  not  only  the  right  of 

inspection,  but  also  the  refusal  of  all  parchment  bought  in  Paris,  no  matter 

whence  it  had  come.  Besides  which,  at  the  fair  of  Lendit,  which  was  held 

every  year  at  Saint-Denis,  on  the  domains  of  the  abbey  (Fig.  280),  and  at  the 

fair  of  Saint- Lazare,  the  rector  likewise  caused  the  parchment  brought  to 

them  to  be  examined,  and  the  merchants  of  Paris  could  not  purchase  any  till 

the  king's  agents,  those  of  the  Bishop  of  Paris,  and  the  masters  and  scholars 
of  the  university,  had  provided  themselves  with  what  they  required  (Fig 
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281).  Let  lis  add  that  the  rector  was  paid  a  (hity  on  all  parchment  s<jld,  and 

the  result  of  this  tax  was  the  only  source  of  income  attached  to  the  rectorship 

in  the  seventeenth  century. 

Alth()u<i;li  white  parchment  seems  to  he  the  best  suited  lor  writing,  the 

^Middle  Agi\s,  following  the  example  of  anticpiity,  gave  to  the  material 

various  tints,  especially  purple  and  yellow.  The  purple  was  chieHy  intended 

to  receive  characters  of  gold  or  silver.  The  Kniperor  Maximian,  the 

younger,  inlun-itcMl  from  his  mother  the  works  of  Homer  inscribed  in  gold 
on  purple  vellum  ;  and  parchment  tinted  in  this  way  was,  during  the  first 

centuries,  one  of  tlie  j)rerogatives  reserved  for  ])rinces  and  the  great  digni- 

Fig.  281. — Seal  of  the  University  of  Paris  (Fourteenth  Century),  after  one  of  the  Dies  preserved  in  the 
Collection  of  Medals  in  the  National  I.ibrarv,  Paris. 

taries  of  the  Church.  It  is  remarkable  that  the  barbarism  of  the  seventh 

and  eighth  centuries  did  not  diminish  the  favour  in  which  these  luxurious 

manuscripts  were  held.  Little  by  little,  however,  the  custom  (of  writing  the 

entire  work  in  gold  or  colours)  dwindled  away.  Scribes  began  by  colourin"' 

a  few  pages  only  in  each  volume,  then  some  margins  or  frontispieces  ;  and 

lastly  this  decoration  was  restricted  to  the  heads  of  chapters,  or  to  words  to 

which  great  prominence  was  to  be  given,  or  to  capital  letters.  The  rvbri- 

cri fores  (literally,  writers  in  red),  workmen  who  performed  this  operation, 

came  in  time  to  be  mere  painters  of  letters  or  rubrics  (so  called  because  thev 

were  originally  painted  red),  of  whose  assistance,  however,  the  first  printers 

v  '2 
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availed  themselves  to  rulric  or  colour  the  initials  of  missals,  Bibles,  and  law 
books. 

The  dimensions  or  sizes  of  our  books  at  the  present  day  have  their  origin 
in  the  sizes  of  the  parchment  in  olden  times.  The  entire  skin  of  the  animal, 

cut  square  and  folded  in  two,  represented  the  ''  folio,''  which,  moreover,  varied 
in  length  and  breadth  ;  and  we  have  every  reason  to  suppose  that  paper,  from 
the  day  it  was  invented,  followed  the  ordinary  sizes  of  the  folded  parchment. 

As  to  the  dimensions  of  the  parchment  emj^loyed  for  diplomas,  they 
varied  accordi]ig  to  the  time,  the  brevity  of  the  matter,  or  the  nature  of  its 

Fig.  282. — Seal  of  the  "  Roi  de  la  Basoche."    (This  title  was  suppressed,  with  all  its  prerogatives,  bj'  Henry  III.) 

employment.  Among  the  ancients,  who  wrote  onl}^  on  one  side  of  the 
parchment,  the  skins  were  cut  in  bands  joined  together  so  as  to  form  volumes 

or  rolls,  which  were  unrolled  as  their  contents  were  read.  This  custom  was 

preserved  for  public  and  judicial  acts  for  a  long  time  after  the  invention  of 

the  square  book  {codex)  had  caused  the  opisthographic  writing  to  be  adopted, 

by  which  is  to  be  understood  writing  on  both  sides  of  the  page.  In 

principle,  only  the  final  formulae,  or  the  signatures,  were  written  on  the  back 

of  the  document.  By  degrees  people  adopted  the  practice  of  writing  on  the 

back  as  well  as  the  front  of  the  page ;  but  it  was  not  till  the  sixteenth 

century  that  this  custom  became  general. 
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Judicijil  at'ts,  composed  sometimes  of  many  skins  sewecl  togetlicr,  came 

ill  (iinc  to  form  rolls  of  twenty  feet  in  len<^(li,  to  such  extreme  pro- 

portions (lid  they  reach,  though  at  first  they  were  so  small  in  size  that 

their  limitcxl  dimensions  are  truly  incredible;  for  in  ll2'i'i  and  l:i'*>2  we  find 
contracts  of  sales  of  two  inches  long  by  five  inches  wide,  and  in  1208  a 

will  written  on  a  piece  of  parchment  of  two  inches  by  three  and  a  half. 

It  was  by  way  of  conqx?nsating  for  the  great  cost  of  parchment  that  opistho- 
graphic  writing  was  adopted  and  rolls  were  put  aside ;  and  the  name  alone 

remains  as  applied  to  the  roUn  of  procedure.  The  size  that  leaves  should 

assume  was  also  fixed,  according  to  the  different  uses  for  which  they  were 

Fig.  283. — The  Paper-Maker,  drawn  and  engraved  in  the  Sixteenth  Century  by  J.  Amman. 

intended.  For  instance,  the  leaves  of  parliamentary  documents  were  nine 

inches  and  a  half  long  by  seven  and  a  half  wide  ;  those  of  the  council, 

ten  by  eight ;  those  of  finance  and  of  private  contracts,  twelve  and  a  half 

by  nine  and  a  half ;  letters  of  pardon,  under  the  king's  hand,  were  to  be 
on  entire  skins  squared,  two  feet  two  inches  by  one  foot  eight  inches  in 
diameter. 

But  while  the  use  of  parchment  was  still  strictly  employed  in  the 

chancellor's  officers  and  the  tribunals,  where  the  hasoche  (a  brotherhood  of 
lawyers  of  all  grades)  considered  it  as  one  of  their  most  lucrative  privileges 

(Fig.  282),  it  had  for  a  long  while  ceased  to  be  used  anywhere  else.  Paper, 

after  having  during  many  centuries  competed  with  parchment,  at  last 

almost  entirely  replaced  it  (Fig.  283)  ;  for  if  less  durable,  it  had  the  great 
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advantage  of  costing  much  less.  Formerly  nothing  but  the  ancient  papyrus 

of  Eo-ypt  was  known,  and  it  was  made  use  of  concurrently  with  parchment 

till  there  was  brought  into  Europe,  towards  the  tenth  century,  cotton  paper, 

which  is  generally  believed  to  be  a  Chinese  invention,  and  which  was  at  first 

called  Grecian  'parchment,  because  the  Venetians,  who  introduced  it  into  the 

West,  had  found  it  in  use  in  Greece. 

Fig.  284. — Water-Marks  on  Paper,  from  the  Fourteenth  to  the  Fifteenth  Century. 

Actually,  this  paper  was  at  first  of  a  very  inferior  quality,  coarse, 

spong3%  dull,  and  subject  to  the  attacks  of  damp  and  worms  ;  so  much  so 

that  the  Emperor  Frederick  11.  issued,  in  1221,  an  order  declaring  null  and 

void  all  documents  written  on  it,  and  fixing  the  term  at  two  years  by  which 

all  were  to  be  transcribed  on  parchment. 

The  knowledge  of  the  progress  of  manufacturing  paper  from  cotton  soon 
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led  to  the  fabricatiuii  of  paper  from  linen  or  ra<^s.  It  is,  however,  inijxjssible 

to  say  when  and  \n  here  it  was  aecomplished,  the  assertions  and  the  testi- 

monies on  this  point  are  so  conlradictnry.  Some  think  that  the  paper  was 

brou<»;ht  Irom  the  East  by  tlie  Spanish  Saracens;  others  say  it  came  from 

China;  these  aflinn  it  has  been  employed  since  the  tenth  century;  those* 

that  we  can  only  find  specimens  of  it  as  far  back  as  the  reign  of  St.  Louis. 

At  any  rate,  the  most  ancient  writin«;  on  paper  made  of  rags  known  at 

the  present  day  is  a  letter  from  Joinville  to  Louis  X.,  dated  1  •>!•!>  ;  we 

may,  moreover,  mention  with  certainty,  as  written  on  linen  paper,  an 

inventorv  of  oroods  belonjrinii:  to  a  certain  Prior  llenrv,  who  died  in  1-^40, 

which  is  preserved  at  Canterbury,  and  many  authentic  writings,  datcnl  back 

as  far  as  13'30,  preserved  in  the  British  Museum.  The  first  paper-manu- 

factory established  in  England  was,  it  is  said,  at  Hertford,  which  dates 

only  from  10S(S;  but  important  paper-manufactories  existed  in  France  from 

the  reign  of  l*hili])pe  de  Valois,  that  is,  from  the  middle  of  the  fourteenth 
century,  particularly  at  Essonne  and  at  Troyes.  The  paper  which  came 

from  these  manufactories  bore  generally,  in  the  paper  itself,  different  marks 

(Fig.  284)  called  water-marks,  such  as  a  bull's  head,  a  cross,  a  serpent, 
a  star,  a  crown,  c^c,  according  to  the  quality  or  destination  of  the  paper. 

Many  other  countries  in  Europe  had  also  flourishing  paper-manufactories 

in  the  fourteenth  century.  From  this  period  we  find,  indeed,  a  large 

number  of  documents  written  on  paper  made  of  rags,  the  use  of  which 

thus  preceded  by  about  a  century  the  invention  of  printing. 

Fig.  285. — Banner  of  the  Paper-Makers  of  Paris. 
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Manuscripts  in  Olden  Times. — Their  Form. — Materials  of  which  they  were  composed. — Their 
Destruction  by  the  Goths. — Rare  at  the  Beginning  of  the  Middle  Ages. — The  Catholic 
Church  preserved  and  multiplied  them. — Copyists. — Transcription  of  Diplomas. — Corpora- 

tion of  Scribes  and  Booksellers. — Palaeography. — Greek  Writings. — Uncial  and  Cursive 
Manuscripts. —  Sclavonic  Writings. —  Latin  Writers. — Tironian  Shorthand. —  Lombardic 
Characters. — Diplomatic. — Capetian. — Ludovicinian. — Gothic. — Runic. — Yisigothic. — Anglo- 
Saxon. — Irish. 

ET  tlie  reader  refer  to  the  chapters  on 

Parchment  and  Binding,  and  he  will 

find  a  few  remarks  on  the  purely  material 

part  of  manuscripts ;  we  may,  then,  here 

treat  this  question  very  summarily ;  and 

for  that  purpose  we  shall  avail  ourselves 

of  the  remarkable  work  of  J.  J.  Cham- 

pollion-Figeac. 
When  writing  was  once  invented,  and 

had  passed  into  general  use  in  ci^dlised 

society,   the   choice  of   substances    suited 

for  its  reception,  and  to  fix  it  in  a  durable 

manner,  was  very  diversified,  although  depending  on  the  nature  of  the  text 
to  be  written. 

People  wrote  on  stone,  on  metals,  on  the  bark  and  leaA^es  of  many 
kinds  of  trees,  on  dried  or  baked  clay,  on  wood,  on  ivory,  wax,  linen,  the 

hides  of  quadrupeds,  on  parchment,  the  best  of  these  preparations ;  on 

papyrus,  which  is  the  inner  bark  of  a  reed  growing  in  the  jS'ile ;  then  on 
paper  made  of  cotton ;  and  lastly,  on  paper  made  from  hemp  and  flax,  called 

rag  paper.  The  Roman  world  had  adopted  the  use  of  papyrus,  which  was 

a  very  important  branch  of  commerce  at  Alexandria.  We  find  proof  of 

this  in  the  writers  of  antiquity  :  St.  Jerome  bears  witness  to  it  as  far  as 

regards  the  fifth  century  of  our  era.  The  Latin  and  Greek  emperors 

gave  their  diplomas  on  papyrus.  Popes  traced  their  most  ancient  bulls 

upon  it.  The  charters  of  the  kings  of  France  of  the  first  race  were  also 

issued  on  papyrus.      From  the  eighth  century  parchment  contended  with 
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papyrus;  a  little  Liter  cotton  ])apor  also  became  its  competitor,  and  the 

eleventh  century  is  g-enerally  lixcd  on  as  the  period  wlien  papyrus  was 

entirely  superseded  by  the  new  materials  appropriated  to  the  preservation 

of  writin^^. 

For  writin<^'  on  papyrus  the  brush  or  reed  was  employed,  with  inks  of 

dilferent  colours ;  black  ink  was,  however,  most  j^enerally  used.  There 

p^rew  on  the  banks  of  the  Nile,  at  the  time  when  the  reed  furnished 

pai)vrus,  another  sort  of  reed,  stiifer  and  also  more  flexible,  and  admirably 

suited  for  the  manufacture  of  the  calamus^  an  instrument  supplying  the 

place  of  the  pen,  which  was  not  adopted  before  the  eighth  century. 

The  size  of  manuscripts  was  in  no  way  subject  to  fixed  rules,  there 

were  volumes  of  all  dimensions ;  the  most  ancient  on  parchment  are,  in 

general,  longer  than  the}'  are  broad,  or  else  are  square ;  the  writing  rests  on 

a  line  traced  with  the  dry  point  of  the  calamus^  and  afterwards  with  black- 

lead  ;  the  parts  making  up  a  volume  are  composed  of  an  indeterminate 

number  of  leaves ;  a  word  or  a  figure,  placed  at  the  bottom  of  the  last 

page  of  each  part  and  at  the  end  of  the  volume,  serves  as  a  catchword  from 
one  fasciculus  to  another. 

The  emperors  of  Constantinople  used  to  sign  in  red  ink  the  acts  of 

their  sovereignty ;  their  first  secretarj'  was  the  guardian  of  the  vase  con- 
taining the  cinnabar  (vermilion),  which  the  emperor  alone  might  use. 

Some  diplomas  of  the  kings  of  France  of  the  second  race  are  signed 

in  the  same  manner.  In  valuable  manuscripts,  great  use  was  made  of 

golden  ink,  especially  when  the  parchment  was  dyed  purple  ;  but  red  ink 

was  almost  always  employed  for  capital  letters  or  for  the  titles  of  books, 

and  for  a  long  time  after  the  invention  of  printing  the  volumes  still  had 

the  rubrics  (ruber,  red)  painted  or  beautifully  executed  with  the  pen. 

The  greater  number  of  rich  manuscripts,  even  when  they  contained 

the  text  of  some  ancient  secular  author,  were  destined  to  be  presented  to 

the  treasuries  of  churches  and  abbeys,  and  these  offerings  were  not  made 

without  great  display :  the  book,  whatever  its  contents  might  be,  was 

placed  on  the  altar,  and  a  solemn  mass  was  celebrated  on  the  occasion ; 

moreover,  an  inscription  at  the  end  of  the  work  mentioned  the  homage 

which  had  been  paid  for  it  to  God  and  to  the  saints  in  paradise. 

We  must  not  forget  that  in  this  time  of  almost  universal  ignorance, 

the  Church  was  the  only  depository  of  literature  and  science ;  she  sought 

after  those  heathen  authors  who  could  instruct  her  in  eloquence  that  might 

be  employed  in  advancing  the  faith,  almost  as  much  as  she  sought  for  sacred 

books ;  it  was  not  rare  even  to  see  Christian  zeal  exalting  itself  so  far  as 

to  find  prophets  of  the  Messiah  in  writers  very  anterior  to  the  doctrines 

of  Christ.      Thus  the  best  Greek  and  Latin  manuscripts  of  profane  authors 
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are  the  work  of  monks,  as  were  the  Bibles  and  the  writings  of  the  Fathers 
of  the  Church.  The  rules  of  the  most  ancient  brotherhoods  recommended 

the  monks  who  covdd  write  and  who  wished  to  please  God  to  re- copy  the 

manuscripts,  and  those  who  were  illiterate  to  learn  to  bind  them.  *'  The 

work  of  the  copjdst,*'  said  the  learned  Alcuin  to  his  contemporaries,  "  is 
a  meritorious  work,  which  is  profitable  to  the  soul,  while  the  work  of  the 

ploughman  is  profitable  only  to  the  belly. '^ 
At  all  periods  of  history  we  find  mention  made  of  certain  celebrated 

manuscripts.  We  will  not  go  so  far  back  as  the  Greek  traditions  relating 

to  the  works  of  Homer,  of  which  some  copies  were  ornamented  with  a 

richness  that  has,  probably,  never  been  surpassed.  In  the  fifth  century 

St.  Jerome  possessed  twenty-five  parts  of  the  works  of  Origen,  which 

Pamphilus  the  Martyr  had  copied  with  his  own  hand.  St.  Ambrose, 

St.  Fulgentius,  Hincmar,  Archbishop  of  Rheims,  men  as  learned  as  they 

were  pious,  applied  themselves  to  reproducing  with  their  own  hands  the 

best  ancient  texts.  A  copyist  by  profession  was  called  scriba,  scriptor ; 

the  place  in  which  they  generally  worked  was  called  scriptorium.  The 

capitularies  against  bad  copyists  were  frequently  renewed.  ''  We  ordain 

that  no  scribe  write  incorrectly,''  we  find  in  the  collection  of  Ealuze.  We 

read  in  the  same  collection,  in  789,  "  There  shall  be  good  Catholic  texts 
in  all  monasteries,  so  that  prayers  shall  not  be  made  to  God  in  faulty 

language."  In  805,  "  If  the  Gospels,  the  Psalter,  or  the  Missal  are  to 
be  copied,  only  careful  middle-aged  men  are  to  be  employed ;  verbal  errors 

may  otherwise  be  introduced  into  the  faith."  There  were,  moreover, 
correctors  who  rectified  the  work  of  the  copyists,  and  attested  the  work, 

on  the  volumes,  by  the  words  contuli,  emendavi  (''  I  have  collated,  I  have 

revised").  A  copy  of  Origen's  works  has  been  mentioned,  corrected  by  the 
hand  of  Charlemagne  himself,  to  whom  is  also  attributed  the  introduction 

of  full-stops  and  commas. 

The  same  care  presided  over  the  preparation  of  royal  charters  and 

diplomas ;  the  referendaries  or  chancellors  drew  them  up  and  superintended 

their  despatch ;  the  principal  officers  of  the  crown  intervened,  as  guarantors 

or  witnesses  to  them,  and  these  acts  were  read  publicly  before  they  were 

signed  and  sealed.  Notaries  and  witnesses  guaranteed  the  authenticity  of 

private  charters. 

As  long  as  printing  did  not  exist  in  France,  the  corporation  of  scribes, 

copyists  of  charters,  and  copyists  of  manuscripts,  which  counted  among 

them  booksellers,  was  very  numerous  and  very  influential,  since  it  was 

composed  of  graduates  of  the  university  that  patronised  them  and  placed 

them  among  the  number  of  its  indispensable  agents.  He  who  desired  to 

become  a  bookseller  had  to  give  proof  of  his  instruction  and  of  his  ability ; 
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ho  was  obli<^c(l  to  take  an  oath   '*  not  to  commit  any  deception,  fraud,  or  evil 
thing  which    might   damage   or  prejudice   the   university,  its   scholars  and 

frequenters,   nor   to   rob    or    speak    ill    of    them."      Besides    which    he    w;i 

compelled  to  deposit  a  sum  of  lil'ty  iraiics  {iivrcs  jjuri.'n'.s)  as  caution-money. 
The  rules  imposed  on  scribes  and  on  booksellers  were  always  very  strict, 

and  this  severity  was  only  too  justly  occasioned  by  the  abuses  that  existed, 

and  by  the  scandalous  disorder  of  the  people  who  exercised  these  professions. 

In  the  year  13'24  the  university  publishud  this  order  : — "  There  will  be 
admitted  only  2)eople  of  good  conduct  and  morals,  sufhciently  ac(juainted 

with  the  book  trade,  and  previously  approved  by  the  university.  The  book- 

seller may  not  take  a  clerk  into  his  service  till  that  clerk  has  sworn,  before 

the  university,  to  exercise  his  profession  according  to  the  ordinances.  The 

bookseller  must  give  to  the  university  a  list  of  the  works  which  he  sells ; 

he  must  not  refuse  to  let  a  manuscript  to  whomsoever  may  wish  to  make  a 

copy  of  it,  on  payment  of  the  indemnity  fixed  by  the  university.  lie  is 

forbidden  to  let  out  books  that  have  not  been  corrected,  and  those  students 

who  find  an  incorrect  copy  are  requested  to  denounce  it  publicly  to  the 

rector,  so  that  the  bookseller  who  has  let  it  out  may  be  punished,  and  that 

the  copy  may  be  corrected  by  scholares  (learned  men  or  scholars).  There 

shall  be  every  year  four  commissioners  chosen  to  fix  the  price  of  books. 
One  bookseller  shall  not  sell  a  work  to  another  bookseller  before  he  has 

exposed  the  work  for  sale  during  four  days.  In  any  case  the  seller  is 

obliged  to  register  the  name  of  the  purchaser,  to  describe  him,  and  to  state 

the  price  for  which  the  book  was  sold.'' 
From  century  to  century  this  legislation  underwent  variations,  according 

to  the  ideas  of  the  times ;  and  when  the  printing-press  came,  in  the  middle 

of  the  fifteenth  century,  to  change  the  face  of  the  world,  the  corporation  of 

scribes  rose  at  first  against  the  new  art  which  was  to  ruin  them.  "  But  at 

last,"  says  Champollion-Figeac,  "  they  submitted,  and  temporary  measures 
were  recommended  to  the  public  authorities  for  the  defence  of  an  ancient 

order  of  things  which  could  not  long  resist  the  new." 
Now  let  us  go  back  to  the  first  centuries  of  the  Middle  Ages,  to  resume 

the  question  from  a  pahieographic  point  of  view. 

The  languages  and  literature  of  modern  Europe  are  all  Greek  or  Latin, 

Slavonic  or  Gothic ;  these  four  great  families  of  peoples  and  of  languages 

have  existed  in  spite  of  the  vicissitudes  of  politics.  Such  is  the  basis 

whereon  must  be  found  all  the  researches  by  which  we  are  to  establish  the 

origin  and  nature  of  the  writing  peculiar  to  each  literature. 

The  Greeks  of  Constantinople  taught  writing  to  the  Slavonic  race,  and 

with  it  the  Christian  faith.  The  most  ancient  Greek  writing  (we  speak  of 

the  Christian  era  only)    was  the  capital  writing,   regular  and  well-propor- 
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tioned  ;  as  it  became  general  it  was  simplified  more  and  more.  After  this 

sort  of  writing,  examples  of  which  are  found  only  on  stone  or  bronze,  we 

come  to  the  writing  called,  although  we  do  not  know  why,  uncial,  which 

was- the  first  step  towards  the  Greek  cursive  (flowing). 
Uncial  writing  was  employed,  in  Greek  manuscripts,  up  to  the  ninth 

century  ;  we  may  observe  the  transition  from  the  uncial  to  the  half-uncial, 

and  from  the  half-uncial  to  the  minuscule.  In  the  tenth  century  manuscripts 

in  minuscule  became  very  abundant — the  tachygraphers,  or  partisans  of 

quick  writing,  gained  the  day ;  the  caligraphers  desired  to  follow  their 

example.  These  employed  a  great  deal  of  time  in  painting  the  initials  of 

running  letters :  the  new  method,  which  produced  more  in  the  same  space 

of  time,  easily  got  into  favour  ;  the  caligraphers  abandoned  the  uncial  and 

adopted  the  minuscule  characters  connected  together,  which  combined  good 

forms  T\^th  greater  facility  of  execution.  Thenceforward,  the  uncial  was  no 

longer  employed  except  for  the  titles  or  headings  of  books. 

Among  the  fine  specimens  of  this  epoch  which  have  been  preserved, 

we  may  mention,  in  the  National  Library  of  Paris,  a  Book  of  the  Gospels, 

called  Cardinal  Mazarin's,  and  the  Commentaries  of  Gregory  I^azianzus ;  at 
the  Laurentian  Library,  Florence,  are  a  Plutarch  and  a  Book  of  the 

Gospels,  written  with  gold  in  large  and  massive  minuscule  cursive  cha- 

racters ;  and  lastly,  a  book  of  ecclesiastical  ofiices,  belonging  also  to  the 

National  Library  in  Paris  ;  it  bears  this  superscription  in  Greek  \—^"  Pray 
for  Euth}Tnus,  a  poor  monk,  priest  of  the  monastery  of  St.  Lazare.  This 

volume  was  finished  in  the  month  of  May,  Convocation  S,  in  the  year 

65L5,"  a  date  which,  according  to  the  computation  of  the  Greek  Church, 
corresponds  to  the  month  of  3Iay  of  the  year  1007  of  the  Christian  era. 

To  the  twelfth  century  is  assigned  the  beautiful  Greek  manuscript  which 

was  afterwards  given  to  Louis  XIY.  by  Chrysanthes  Xoras,  Patriarch  of 

Jerusalem  ;  to  the  thirteenth  century  belongs  another  manuscript,  in  very 

small  cursive  letters,  ornamented  with  portraits,  presented  by  the  Emperor 

Palseologos  to  St.  Louis.  It  was  only  in  the  fourteenth  century  that 

manuscripts  half  Latin  and  half  Greek  appeared.  Lastly  came  Ange 

Yegece,  of  Corfu,  who  towards  the  middle  of  the  fifteenth  century  made 

for  himself  so  great  a  reputation  as  a  Greek  caligrapher. 

The  Greek  alphabet,  when  it  penetrated  into  the  countries  of  the 

north  with  the  Christian  religion  and  civilisation,  underwent  important 

modifications.  On  the  right  bank  of  the  Danube,  in  ancient  Moesia, 

Ulphilas,  the  descendant  of  a  Cappadocian  family  formerly  taken  prisoner 

by  the  Goths,  invented,  in  the  fourth  century,  the  alphabet  bearing,  on 

that  account,  the  name  of  Mceso-Gothic,  and  which  is  of  Greek  origin,  with 

a  mixture  of  Latin  characters  and  other  peculiar  signs.      This  writing  is 
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heavy,  witliout  beinj^  elephant  ;  differing:,  as  if  by  an  instinct  of  nationality, 

from  the  types  whicli  it  imitates.  The  Mceso-Gothic  manuscripts  are, 

however,  very  rare,  only  two  or  tliree  bein<^  known. 

The  Slavonic  writing,  which  is  also  a  (laii<^-hter  of  Greece,  has  a  liistory 

nearly  similar  to  that  of  the  Mccso-Gothic.  When  tlic  people  of  tin's 
family  were  converted  to  Christianity,  they  were  brought  over  to  it  by 

Greek  Christians,  and  the  l^atriarch  Cyril,  in  the  ninth  century,  became 

their  teacher  ;  he  tau^lit  tlicm  how  to  write  (which  they  never  knew  till 

then),  and  it  was  the  Greek  alpliabet  they  adopted,  adding  to  it,  however, 

a  few  new  signs,  so  that  they  might  be  able  to  express  the  sounds  peculiar 

to  their  language.  Slavonic  manuscripts  are  positively  numerous  in  public 

libraries.  We  tind  tliem  in  Pai-is,  Bologna,  and  Home,  but  above  all  in 

Germany,  and  in  the  country  under  the  dominion  of  the  Muscovite.  One 

of  the  most  celebrated  is  that  belonging  to  the  town  of  Rheims,  and  which 

is  known  by  the  name  of  "  Texte  du  Sacre,"  because  a  tradition  (an 
erroneous  one,  however)  asserts  that  the  kings  of  France,  at  the  time  of 

their  coronation  at  Rheims,  took  the  oaths  on  this  book,  which  was  said 

to  be  written  by  the  hand  of  St.  Procopius.  The  Slavonic  manuscripts 

in  general  recommend  themselves  less  by  the  elegance  of  their  execution 

than  by  the  richness  of  their  bindings. 

The  actual  Russian  alphabet  is  but  an  abridgement  of  the  alphabet 

called  the  CyriUan,  reduced  to  forty-two  signs  by  the  Emperor  Peter  I. ; 
so  that  the  Slavonic  nations  knew  two  CyrUian  alphabets,  the  ancient 

Slavonic  for  the  liturgical  writings,  and  the  modern  Slavonic,  or  Russian, 

in  general  use.  Of  the  first  no  manuscripts  exist  earlier  than  the  eleventh 

century  of  our  era. 

The  manuscripts  of  the  Latins  are,  without  doubt,  more  numerous  and 

more  varied,  because  the  Latin  Church  is  more  extensive,  and  because 

Roman  civilisation  spread  itself  over  a  larger  number  of  European  provinces. 

At  the  head  of  the  manuscripts  of  the  Latin  writing  is  placed  a  fragment 

of  papyrus,  found  in  Egypt,  on  which  is  inscribed  an  imperial  edict 

for  the  annulment  of  a  sale  of  property,  agreed  upon  in  consequence  of 

some  violence  committed  by  a  certain  man  named  Isidore ;  the  date  of  this 

document  has  been  fixed  as  the  third  century.  For  the  fourth  century 

we  have  the  '' Yirgil,"  with  miniatures,  which  we  mention  elsewhere 

(Miniatures  of  Manuscripts),  and  a  "Terence,"  both  belonging  to  the 
Vatican  Library,  and  both  written  in  capital  letters ;  in  the  latter,  however^ 

they  are  irregular,  and  called,  on  that  account,  rustic  capitals. 

To  the  same  period  we  must  refer  the  ''Treatise  on  the  Republic,*'  by 
Cicero,  which  has  but  lately  been  found  in  a  volume  from  which  the 

previous  writing  had  been  effaced,  as  was  often  the  case  (see  Parchment 
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AND  Paper),  in  order  to  make  room  for  the  new  Trriting.  For  the  fifth 

century  we  have  a  second  "  Virgil,"  with  miniatures,  which  passed  from 
the  library  of  the  Abbey  of  St.  Denis  into  that  of  the  Vatican.  The 

Prudentius,  which  the  Xational  Library  of  Paris  still  possesses,  is  a  very 

fine  manuscript  of  the  sixth  century,  written  in  quaint  but  elegant  rustic 

capitals. 

Two  other  kinds  of  writing  were,  at  the  same  period,  in  use  among 

the  Latins  ;  this  same  rustic  capital,  ceasing  to  be  rectangular,  and  rounded 

in  its  principal  strokes,  became  the  uncial ;  and  for  that  very  reason  being 

much  more  expeditious,  was  reserved  especially  for  the  copying  of  works ; 

whilst  the  cursive,  although  sometimes  employed  for  manuscripts,  was  used 

chiefly  in  letter-wi'iting.  Of  the  first  of  these  two  writings,  the  uncial, 

we  have  two  fine  specimens  of  the  sixth  century  in  the  'SSermons"  of 
St.  Augustine,  on  jDapyrus  (Fig.  287),  and  in  a  Psalter  of  St.  Germain- 

des-Pres,  written  in  letters  of  silver  on  purple  vellum,  both  of  which  now 

belong  to  the  xS^ational  Library,  Paris. 
In  the  same  century,  we  find  a  kind  of  writing  called  half-uncial,  which 

became  more  and  more  expeditious  by  the  change  made  in  certain  of  its 

forms.  There  was  then  also  a  Gallican  uncial,  the  form  of  which  we  can 

see  in  the  manuscript  said  to  be  by  St.  Prosper  (Xational  Library,  Paris)  ; 

and  an  uncial  of  Italy,  among  which  figure  the  Bible  of  ̂ Eont-Amiati,  at 

Florence  ;  the  palimpsest*  Homilies  of  the  Vatican,  and  the  admirable  Book 

of  the  Gospels  at  Xotre-Dame,  Paris  (Fig.  288). 

The  most  ancient  style  of  cursive  writing,  employed  in  charts  and 

diplomas,  is  to  be  seen  in  the  deeds  known  by  the  name  of  charters  of 

Ravenna,  from  the  name  of  the  town  in  which  they  were  first  discovered. 

We  may  consider  as  analogous  to  these  the  writing  of  the  Acts  of  our  early 

kings,  very  difficult  to  read  on  account  of  the  exaggerated  manner  in  which 

the  thin  strokes  join  the  letters  together,  and  by  the  indefinite  forms  of  the 

up  and  down  strokes.  TTe  give  a  fragment  (Fig.  289)  taken  from  an 

original  chart,  on  j)archment,  of  Childebert  III.  We  see  what  the  same 

writing  had  become  in  784  by  Fig.  290,  copied  from  an  original  capitulary 

of  Charlemagne. 

To  the  same  period  belongs  the  employment,  in  ordinary  use  among 

chancellors  and  notaries,  of  a  wiiting  completely  tachygraphic  ;  it  is  com- 

posed of  ciphers,  one  of  which  took  the  place  of  a  syllable  or  a  word.  This 

writing  was  called  Tironian,  because  the  invention  of  it  is  attributed  to 

Tiro,  Cicero's  freed-man,  who  made  use  of  it  in  tachygraphing,  or,  as  we 
should    say   now,    stenographing    the     speeches   of    the    illustrious    orator. 

*  A  palimpsest  is  a  parcliment  used  for  the  second  time,  the  old  writing  being  more  or  less 
visible  under  the  new. — A. 
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Fio-.  201   irt  liikcii   from  11  psalter  oi  the  eighth  ceiitiirv,  of   wlilch   the  text 

is  tnin.scribed  with  the  tacliy graphic  characters  of  that  ])erio(l. 

The  name  of  Visi(/of/n'c  is  nriveii  lo  tlie  writing-  ol"  iii;imis(  lipts  executed 
in  tlie  south  of  France  aiul  in  Spain  duiin^-  (lie  ruh'  of  tlie  (ioths  and  tlie 

Visigoths;  this  writing,  still  rather  Itoman,  is  generally  round  and  embel- 

lished with  faiicilul  sti'okes,  which  render  it  agreeable  io  the  eye. 
We  also  find  in  Italy  the  LotJibdrdic,  in  use  for  diplomas  till  the  twelfth 

century. 

"^riie  beautiful  manuscripts  on  purple  vellum  are  of  tlie  time  of  Tharle- 
magne,  when  luxury  in  the  arts  showed  itself  in  all  forms.  There  is  in 

the  National  Library,  Paris,  a  magnificent  volume,  which  came  from  the 

ancient  lordship  of  Soubise,  that  contains  the  l']i)istles  and  Gospels  for  all  the 
festivals  of  the  year :  the  execution  of  this  work  is  perfect  ;  the  gigantic 

capital  letters,  of  Anglo-Saxon  form,  are  coloured,  and  rendered  still  richer 

by  being  dotted  with  gold. 

A  valuable  manuscri2)t  of  the  *'  Tractus  Temporum  "  of  the  Venerable 
Bede,  a  manuscript  posterior  by  more  than  two  hundred  years  to  the  author, 

who  lived  in  the  beginning  of  the  eighth  century,  affords  a  specimen  of  one 
of  the  varieties  of  minuscule  which  in  France  was  called  LomharcUcy  because 

it  was  in  use  during  the  reign  of  the  Lombard  kings  beyond  the  Alps ; 

though  similar  in  form,  it  is  more  difficult  to  read  than  the  Roman,  because 

the  words  are  not  separated.  A  beautiful  manuscript  of  *'  Horace  "  (National 

Tibrar}",  Paris),  which  presents  a  mixture  of  the  different  kinds  of  Poman 
writing  of  the  period,  is  attributed  to  the  same  century.  We  have  in 

Fig.  292  an  elegant  ornamental  capital,  taken  from  a  manuscript,  **  Com- 

mentaries of  St.  Jerome,"  also  in  the  National  Library.  We  find  specimens 
of  writing  of  Anglo-Saxon  origin,  capital  letters,  and  running  text,  in  many 
books  of  the  Gospel. 

The  diplomatic  writing  of  the  tenth  centur}'  is  here  represented  by  a 
charter  of  the  king,  Hugh  Capet,  from  which  we  borrow  Fig.  29'3  ;  it 

must  have  been  issued  between  988  and  996.  In  this  fragment,  the  first 

line  only  is  composed  of  characters  very  elongated,  close  together,  mixed 

with  some  capital  letters  and  some  singular  forms.  It  bears  witness  to  the 

fact  that  the  fine  Merovin<2rian  writing?  had  then  sino:ularlv  deorenerated. 

In  the  eleventh  century  the  minuscule  of  manuscripts  was  characterised 

by  its  angular  forms,  which  caused  it  to  receive  the  name  of  Capetian.  Then 

the  Capetian,  exaggerated  in  its  tendency  towards  its  strokes  and  angles, 

became  the  Ludovician,  which  announces  the  thirteenth  centurv,  and  charac- 

terises  the  reign  of  St.  Louis. 

However,  manuscripts  of  the  thirteenth  century  abound,  and  the  history 

of  the  writing  of   the  period  of  St.   Louis  and  of  the  three  centuries  sue- 



336 

MANUSCRIPTS. 

ceecling  it,  may  be  summed  up  in  these  words  : — "  The  Capetian  writing, 
called  Ludovician  when  it  had  come  to  differ  still  more  from  the  beautiful 

forms  of  the  writings  of  Charlemagne's  time  or  the  renovated  Roman, 
became  modified  more  and  more,  and  its  successive  degradations  became 

so  complicated  that  in  the  seventeenth  century  it  ended  in  being  perfectly 

illegible.''     (Fig.  294). 
This  was,  however,  the  era  of  the  richest  manuscripts,  that  in  which 

was  brought  to  perfection  the  art  of  ornamenting  them,  when  the  pencil 

of  the  miniature-painter  and  the  pen  of  the  caligrapher,  conjointly, 

produced  some  masterpieces  (Fig.  295).  This  was  also  the  time  when  the 

corporation  of  writers  became  numerous  and  powerful  (Fig.  286).  One  of 

the  most  distino-uished  members  of  this  society  was  that  Mcholas  Flamel, 

Fig.  286. — Scribe  or  Cop3ist,  in  his  Work-room,  surrounded  by  Open  Manuscripts,  and  \\'riting  at  a  Desk. 
(From  a  Miniature  of  the  Fifteenth  Centur}-.) 

about  whom  so  many  fabulous  legends  have  been  invented.  We  give,  as  a 

specimen  of  his  magnificent  cursive  writing  (Fig.  296),  the  fac-simile  of  one 

of  the  ex  lihris  inscriptions  he  placed  at  the  beginning  of  all  the  books 

belonging  to  Duke  Jean  de  Berr^^,  whose  secretary  and  librarian  he  was. 
In  other  countries  than  France,  in  Germany  especially,  Gothic  writing 

was  easily  diffused.  German  manuscripts  differ  little  from  those  of  France. 

^Ye  observe  only  that  German  writing  continued  to  be  very  fine  till  the 

middle  of  the  thirteenth  century,  at  which  period  it  became  irregular, 

angular,  and  bristling  with  sharp  points. 

That  which  has  just  been  said  of  Germany  in  jDarticular  is  naturally 

applicable  to  East  and  West  Flanders,  and  to  the  Low  Countries.  During 

the  fifteenth  century,  under  the  impulse  given  by  the  Dukes  of  Burgundy, 

whose  influence  we  have  already  mentioned,  the  most  important  chronicles, 
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the  best  histories  then  extant,  were  magnifieently  transcribed  in  that 

beautiful  Gothic  minuscule,  thick,  massive,  and  an<^ular,  which  was  called 

li'ttri'  do  forme ;  and  we  find  it  again  in  some  ancient  editions  of  the  end 
of  the  fifteenth  century  (Fig.  297),  and  of  the  beginning  of  the  sixteenth. 

In  mure  northern  countries  the  Rnnic  alphabet  was  made  use  of,  to 

which  for  a  long  while  a  marvellous  origin  was  attributed,  but  which  the 

Benedictines  justly  regarded  as  an  imitation,  or  rather  as  a  corruption,  of 

the  Latin  alphabet.  There  exist  in  the  Runic  language  inscriptions  on  stone 

and  on  wood,  some  manuscripts  on  vellum,  and  Irish  books  on  parchment 

and  on  paper. 

In  the  south,  writing  seems  constantly  to  have  reflected  the  lively 

and  frank  spirit  of  its  inhabitants,  among  whom  was  peq)etuated  the 

profound  impress  of  the  old  Eoman  civilisation.  The  minuscule  continued 

as  high  as  it  was  long,  thin,  and  distinct ;  even  when  it  was  altered  by  the 

influence  of  the  Gothic,  it  was  still  beautiful,  and,  above  all,  legible,  as  we 

may  be  convinced  of  by  examining  a  fine  manuscript  entitled  *'  Specchio 

della  Croce  "  ("Mirror  of  the  Cross"),  of  the  thirteenth  century;  and  a 
precious  manuscript  of  Dante,  of  the  fourteenth  century,  both  belonging 

to  the  National  Library,  Paris. 

AVe  may  say  of  Spain  what  we  have  said  of  Italy.  There  was  in  that 

country  also  writing  of  great  merit,  handed  down  from  the  Romans,  which 

received,  as  we  have  already  said,  the  name  of  VisigotJiic,  The  Yisigothic 

writing  of  the  eleventh  and  twelfth  centuries,  of  the  eleventh  especially, 

is  a  minuscide  of  the  most  graceful  kind.  But  Gothicism,  by  the  Cajxtian 

and  the  Ludovician  coming  in  as  intermediate  agents,  at  last  corrupted  this 

elegant  and  delicate  writing,  as  we  see  in  the  collection  of  Spanish  trouba- 

dours, formed  by  order  of  John  II.,  King  of  Castile  and  Leon,  about  1440, 

a  celebrated  manuscript  in  the  National  Library-,  Paris. 

Into  England,  where  the  Anglo-Saxon  type  reigned  supreme,  the  Xorman 

conquest  introduced  the  French  writing  in  charters  and  manuscripts.  And 

lastly,  among  the  writings  called  national,  we  must  again  mention  that  of 

Ireland,  of  which  there  are  fine  examples  remaining  ;  but  upon  examination 

they  prove  to  be  nothing  but  a  variety  of  the  Anglo-Saxon.  It  is  said  to 

have  been  in  use  since  the  sixth  century  ;  and  we  find  that  in  spite  of  divers 

conquests  it  continued  to  be  em2:)loycd  till  the  fifteenth  century.  It  was 

even  known  and  employed  in  France,  although  it  by  no  means  recommends 

itself  by  its  elegance,  as  is  attested,  among  other  manuscripts,  by  that  of  the 

''  Homilies  of  St.  Augustine,"  in  the  ]N'ational  Library,  Paris,  which  is 
supposed  to  belong  to  the  eighth  century. 

Here  our  sunmiary  review  of  palieographic  examples  at  difPerent  periods 

of  the  Middle  Ages  comes  to  an  end.     AVe  might  follow  up  our  investiga- 
z 
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tions  on  this  point,  even  after  the  time  when  the  printing-press  was  invented, 

since  manuscripts  are  found  of  the  reign  of  Louis  XIV.  ;  but  they  were 

nothing  but  fanciful  inutilities  ;  each  century,  in  order  to  show  itself  in  its 

true  light,  should  follow  the  instincts  and  the  inspirations  which  belong  to  it. 

FAC-SIMILE  OF    MANUSCHIPTS. 

Fig.  287— Writing  of  the  Sixth  Century,  with  Capital  Letters,  from  a  Manuscript,  on  Papyrus,  of  the  "  Sermons  of  St.  Augustine." 
(National  Library',  Paris.) 

riSNisiPM 
t>oes'c:  TKLequeiMeosqieLiGWi^w 

Text. — SjJes  nostra  e[_st'\  non  de  isto  tempore,  neque  de  mimdo  est,  neque  in  ea 
felicita[te.   .  .  . 

Tra]S'slatton. — Our  hope  is  not  of  this  time,  nor  is  it  of  the  world,  nor  in  that 
felicity. 

Fig.  288. — Title  and  Capital  Letters  of  the  Seventh  Century,  from  a  Book  of  the  Gospels  of  Notre-Dame,  Paris.    (National  Librarj',  Paris.) 

Text. — Incipit  prcefatio. 

Trais^slation. — Here  begins  the  Preface. 



Fig.  289.— Writing  of  the  end  of  the  Seventh  Century,  after  a  Diploma  of  Childebert  III.,  for  the  Gift  of  a  Villa  to  the 

Abbey  of  St.  Denis.    (This  Fac-similc  gives  only  the  half  of  the  length  of  the  lines.) 

'2 

./.■nirtii 

a|^w^4fsft?)\)iiiM})i^]ii^ififflif 
p.. 

llMiJl^p'uf 
Text. —  ChiJihlcrthis  rex 

Se  oport  line  beneficia  ad  Joca  sanctorum  quod  pro  jtivamen  servorum.  .  .  . 

Et  hoc  7iohis  ad  eterna  retributione  per  ten  ire  conjidemiis.     Ideoque.  .  .  . 

Fig.  290. — "Writing  of  the  Eighth  Century,  from  a  Capitulary  of  Charlemagne,  addressed  to  Pope  Adrian  I.  in  784. 
(National  Librar)',  Paris.) 

\Lo 

rlUl 

y  ovular  ̂^riCd\h^ 

■ 

I 

ItYV 

Text. — Primo  Capituh.  Sahdant  ros  domimis  noster,  Jilim  vester,  Carolus  rex  \et  filia  vestra 

domna  nostra  Fastrada,JiJii  et'\fili(B  domini  nostri  simul,  et  omnis  domus  sua. 
II.  Salutant  ros  ciincti  sacerdotes,  episcopi  et  ahbates,  atque  omnis  congregatio  illorum  [/«  Dei 

servicio  const ituta  etiam,  et  universus~\  p>opulus  Francorum. 

Traxslatiox. — I.  Oiir  lord,  your  son,  King  Charles  [and  your  daughter  our  Lady  Fastrada, 
salute  thee,  also  the  sons  and]  daughters  of  our  Lord,  and  all  his  house. 

11.  All  the  priests,    bishops,  and  abbots  salute  thee,  as  also  the  whole  congregation  [of 

those  who  are  established  in  the  service  of  God,  and  the  whole]  of  the  French  people. 
z2 



Fig.  291. — Tironian  Writing  of  the  Eighth  Century,  rora  a  Latin  Psalter.    (National  Library,  Paris.) 

i:^     I      UT.     ̂ ->^       t 
7^ 

.  S'^-  nl o 

p  » 

Text. — Exsiirge,  Bomine,  in  ira  tua  et  exaltare  in  finihus  inimicorum  meorum,  et 

exsiirge,  Domine  Deus  mens,  in  precepto  quod  mandasti ;  et  sinagoga  pojndorum  circum- 

dahit,  te,  et  propter  hanc  in  altum  regredere. 

Translation. — Arise,  0  Lord,  in  tliine  anger,  lift  u^^  thyself  because  of  the  rage 
of  mine  enemies  :  and  awake  for  me  to  the  judgment  that  thou  hast  commanded. 

So  shall  the  congregation  of  the  people  compass  thee  about :  for  their  sakes 

therefore  return  though  on  high. — (Psalm  vii.  6,  7.) 

Fig.  292. — "Writing  of  the  Tenth  Centur}',  after  a  Manuscript  of  the  "  Commentaries  of  St.  Jerome." 
(National  Librar}',  Paris.) 

N/NG 
uixxr  in^ci-  eVif r 

[Cmcmcnv  (c^i^ 
xunTT 

Text. —  Qui  nolunt  inter  epistolas  Pauli  earn  recipere  qucB  ad  Filemonem  scrihitur 

aiunt  non  semper  apostolum  nee  omnia  Christo  in  se  loquente  dixisse.      Quia  neque  .  .   . 

Translation. — Those  who  are  unwilling  to  receive  among  the  ej)istles  of  St. 

Paul  that  which  is  written  to  Philemon,  deny  that  the  Apostles  spoke  everything 

and  at  all  times  under  the  inspiration  of  Christ.     Because  neither  .  .   . 



Fig.  293.— Diplomatlc.Wrlting  of  the  Tenth  Century,  from  a  Charter  of  Hugh  Capet.     (Archives  of  the  Empire.) 

1  bis  Fac-similc  gives  only  hali  the  length  of  the  lines. 

ilh:\h'  iiczucudftiiftiirft"  jauft'fnr^  fropt-^j^f/zon 

tr  Itu  lnw)-tid \caj\Cnr' '  1)11  III]  j-fiaj-Xz 
Fi-ar 

-n 

';  /V    mo  nStt'Qi  \ct  tn  Apf  l^cxvim  frja  I  fit  ̂i^icVt  \io 

n 

^EtmAm  Ao t\xnT\\xvx ort^tMMJ  CO}- — I 

juixudi 

Text  (completely  restored). — In  nomiyie  sanded  et  mdividuce  Tn'nitatis,  Hugo  gratia  Bei 
Francornm  rex.  \_Mos  et  co)isuetudo  regum  presdecessorum  nostronim  semper  exstitit  ut  ecclesias 

Dei  suhlimarent  et  justis  petitioni~\hus'  servorum  Dei  dementer  faverent,  et  oppres8ion[em  eorum 
henigne  suhJevarent,  nt  Deum  propitiunf]  haherent,  cujus  a  more  id  feeissejit.  Hujus  rei  grati[a, 

audit  is  clamor  ihus  venerahiJis  Ahhonis  ahlatis~\  monaster  ii  S.  Maries,  S.  Petri,  et  S.  Benedict  i 

Flori[acensis  et  monadiorum  suh  eo  degentiiun,  7iostram~\  presentiam  adeuntium,  pro  maJis  con- 
siietudi\_nihus  et  assiduis  rapinis  .  .  . 

Traksl^^tiox. — In  the  name  of  the  holy  and  indivisible  Trinity,  Hugh,  by  the  grace  of  God, 

King  of  the  Francs. 

The  custom  and  habit  of  the  kings  our  predecessors  has  always  been  to  honour  the  churches 

of  God,  and  to  sho'w  themselves  mercifully  favourable  to  the  just  petitions  of  the  servants  of 

God,  and  to  deliver  them  kindly  from  oppression,  so  that  God  might  be  propitious  to  them,  for 

the  love  of  whom  they  thus  acted.  For  this  cause,  having  heard  the  comj)laints  of  the 

venerable  Abbon,  Abbot  of  the  Monastery  of  Our  Lady,  St.  Peter,  and  St.  Benedict,  of 

Fleui-y-sui'-Loire,  and  those  of  the  monks  living  under  his  direction,  and  who  came  into  our 

presence,  on  account  of  the  bad  custom  and  continual  rapines  .  .  . 



Vig.  294.— Cursive  Writing  of  the  Fifteenth  Centurj',  after  an  Original  Letter,  taken  rom  "  Recueil  des  Lcttres  de  Rois." (National  Library,  Paris.) 

j^^^^^  ̂ ^J\S^    l^  l^^^^j^  ̂ 1^  0^(1^ 
V^  o^^^^-^Z^^^         iTy^^^-^Y^^u         :toiAt^V^i^P 

Text. — Messeigneicrs  et  frere.8j  si  tres  humllement  qui  faire  puis  a  voz  bonnes  graces  me 

recommande.  Messeigneicrs  fay  reeeii  voz  lettres  par  le  present  porteur :  ensemble  la  requeste  et 

arrest  de  la  court  par  icelle  ensuivy.  J^ay  le  tout  communique  a  messeigneurs  les  generaulx  de 

Langue  doil  et  Normandie^  et  nous  avons  souuant  este  ensemble.  Ih  trouuent  bein  estrange,  aussi 

font  daultres,  qui  zelent  le  bien  et  lionneur  de  la  chambre  ausqueh  pareillement  .  .  . 

Translation. — My  lords  and  brothers,  I  commend  myself  as  liumbly  as  possible  to  your 

good  graces.  My  lords,  I  received  your  letters  by  tbe  bearer  of  this,  togetlier  with  the 

petition  and  the  decree  of  the  court  accompanying  them.  I  communicated  the  whole  to  my 

lords  the  generals  of  La  Langue  d'Oil  and  of  Normandy,  and  we  have  often  conferred 

together  on  the  matter.  They  think  it  very  strange,  as  do  others  also,  who  are  zealous  for 

the  good  and  the  honour  of  the  chamber,  to  which  equally  .  .  . 
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Fig.  295.— Writing  of  the  Fourteenth  Ccnturj*,  after  a  Manuscript  of  "  L'Histoire  Romaine  ;"  being  a 

paraphrase  of  the  text  of  Valerius  Maximus,     (National  Librar)-,  Paris.) 

^41^^^'     on  \\\\mt  Xwxxx.  )OourqV '"^lil^^ftafrauoirquc  on  tciup^  que 
to?  ijixls  a  no  tent  ynfc  irmc.  ct^ 
AfTxi  Tc  mpifolc  *?  I  euic  U  cit ̂ ^f 
ivm\nMl;'anott  ^c^n^5  to  rapv. 
toklin  icuuc  Ixniic  if  aiunt  nou 
ifiifnis  fabui^  quicftott  tv  U\ir^ 

mclc'^'frtbicus.  <Jt  }imi<a\toirlii amgitouVrtucc M^  ccCtcKicnt\c  eft 

aiTnuau^  axtCfi  qnc  it  y  ot  aiVcs-^ 
<pic$  It  romcYtt^ts  Imc  ate  C[\x\ 
<(toit  n^fclc/  jnlnniii . X  a  qticle 

ate  ap:c5  tnoult  K  tnconxtcut* rtts  <c  xcx)^v  a  rome  ^xr tcX  miv 

itrnmxt  qu?;  iX  CcmVcut  rttmc5 

Text. — Eadem,  ̂ r. — Glose.  Ceste  histoire  touche  Titus  Liuius  ou  quint  h'ure. 
Pourquoy  il  est  assauoir  que  ou  temps  que  les  Gah  anoient  prise  Romme  et  assis  h 

Capitole,  si  covnme  il  est  dif  deuant,  it  y  auoit  dedens  Je  Capitole  un  jeune  homvie  qui 

auoit  non  Gay  us  Falius  qui  estoit  de  la  lignie  des  Faliens.  Et  ponr  auoir  la 

congnoissance  de  cest  lignie  est  assauoir  aussi  que  il  y  ot  asses  pres  de  Homme  jadis  tine 

cite  qui  estoit  appelee  Gahinia ;  laquele  cite  apres  moult  de  inconueniens  se  rendi  a 

liomme  par  tel  conuenant  que  il  seroient  citoiens  de  Homme. 

Traxslatiox. — Eadem,  Szq. — Gloss.  LIvv,  in  his  fifth  book,  touches  on  this 

history.  We  must  know  that  at  the  time  when  the  Gauls  had  taken  Eome  and 

besieged  the  Capitol,  as  was  said  above,  there  was  in  the  Capitol  a  young  man 

named  Caius  Fabius,  and  who  was  of  the  Fabian  race ;  and  to  know  this  race  we 

must  also  know  that  there  was  formerly  near  Eome  a  town  called  Gabinia  ;  which 

town,  after  many  vicissitudes,  surrendered  to  Eome,  on  the  condition  that  all  its 

inhabitants  should  be  considered  as  citizens  of  Eome. 



Fig.  296. — Fac-simile  of  the  Inscription  Ex  libri's,  &c.,  in  the  beginning  of  a  Manuscript  executed  by  John  Flamel, 
Scribe  and  Librarian  to  the  Duke  de  Berry,  at  the  end  of  the  Fourteenth  Century. 

(National  Library,  Paris.) 

Text. —  Ceste  Bible  est  a  Monseigneur  le  Due  de  Berry. 
Flamel. 

Translation. — THs  Bible  belongs  to  Monseigneur  the  Duke  de  Berry. 

Flamel. 

Note. — The  Duke  de  Berry,  John,  brother  of  King  Charles  Y.,  and  uncle  to  King  Charles  VI., 
was  a  great  amateur  of  fine  books.  He  spent  very  large  sums  in  having  manuscripts  copied  and 

illuminated.    The  National  Library,  Paris,  preserves  a  large  number  of  the  most  valuable  of  them. 



Fig.  297.-Writing  of  the  Fifteenth  Century,  after  the  First:Page  of  a  Breviary.    (Royal  Library,  Brussels. 

'-0 

(tfioftcalpimuTi^fmic 
Text. — Sulhato  in  advoitu  Domini,  ad  vesperas,  super  psahnos  antiphona,  Bene- 

didus,  psahnus,  ipsum  cum  ceteris  antipJionis  et  psalm  is.     Infra  capitulum. 

Ecce  dies  veniunt,  dicit  Dominies,  et  suscitalo  Dauid  germen. 

Tii^\j?'SLATiox. — On  Saturday  in  Advent,  at  vespers,  before  tlie  psalms  chanted 

alternately,  (comes)  the  hj-mn  Benedictus,  with  the  other  antijihons  and  psalms. 
After  the  lesson  .  .  , 

''  Behold  the  days  are  coming,  saith  the  Lord,  and  I  will  restore  the  seed  of 

David." 

Fig.  298. — Design  of  a  Caligraphic  Ornament  taken 
from  a  Charter  of  the  University  of  Paris. 

(Fifteenth  Century.) 



MINIATIJEES  IN  MANUSCEIPTS. 

Miniatures  at  the  Beginning  of  the  Middle  Ages. — The  Two  "Vatican  Yirgils.— Painting  of 
Manuscripts  under  Charlemagne  and  Louis  le  Debonnaire. — Tradition  of  Greek  Art  in 
Europe. — Decline  of  the  Miniature  in  the  Tenth  Century. — Origin  of  Gothic  Art. — Fine 
Manuscript  of  the  time  of  St.  Louis. — Clerical  and  Lay  Miniature- Painters. — Caricature 
and  the  Grotesque. — Miniatures  in  Monochrome  and  in  Grisaille. — Illuminators  at  the  Court 
of  France  and  to  the  Dukes  of  Burgundy. — School  of  John  Fouquet. — Italian  Miniature. 
Painters. — Giulo  Clovio. — French  School  under  Louis  XII. 

ONTEMPOEANEOUS,  almost,  with  tlie 

idea  whicli  first  caused  oral  traditions, 

chronicles,  speeches,  and  poetry  to  be 

collected  together  tinder  the  form  and 

name  of  hook,  is  the  art  of  orna- 

menting manuscripts  with  miniatures. 

Our  intention  is  not  to  go  back  to  the 

sources — as  obscure  as  they  are  distant 

— of  that  art,  but  only  to  point  out  its 

principal  phases  of  improvement  or  of 

decay  during  the  Middle  Ages. 
The  most  ancient  known  miniatures 

date  from  the  very  commencement  of  that  period  which  is  generally 

called  the  Middle  Ages ;  that  is  to  say,  from  the  third  and  fourth 

These  paintings,  of  which  there  exist  but  two  or  three 

in  the  libraries  of  Europe,  nevertheless  offer,  in  their 

and  masterly  beauty,  the  great  characteristics  of  ancient 

most   celebrated  are    those  of    the  ''Yirgil,"   preserved  in  the 

centuries. 

specimens 
correctness 

Art.     The 

Vatican  Library  (Fig.  299),  a  manuscript  long  celebrated  among  learned  men 

for  the  authenticity  of  its  text.  Another  "  Yirgil,''  of  the  date  of  about  a 
century  later,  and  which,  before  its  presentation  to  the  Pope,  was  one  of  the 

most  beautiful  ornaments  of  the  ancient  library  of  the  Abbey  of  St.  Denis,  in 

France,  contains  paintings  not  less  remarkable  in  respect  of  colour,  but  very 

inferior  as  far  as  drawing  and  the  style  of  the  compositions  are  concerned. 

These  two  incomparable  examples  are  sufficient  in  themselves  to  show  the 

state  of  the  painting  of  manuscripts  at  the  beginning  of  the  Middle  Ages. 
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The  sixth  and  seventh  centuries  have  left  us  no  books  with  miniatures  ; 

the  utmost  we  find  at  that  period  arc  some  capital  letters  embellished  by 

caligraphy.  In  the  eighth  century,  on  the  contrary,  tlie  ornaments  were 

multiplied,  and  some  rather  elegant  paintings  can  be  pointed  out ;  the  fact  is, 

under  the  reign  of  Charlemagne  a  movement  of  renovation  took  place  in 

tlie  Arts   as  in   literature:  the  Latin  writing,  which  had  become   illegible, 

Fig.  299. — Miniature  taken  from  the  "  Virgil  "  in  the  Librarj- of  the  Vatican,  Rome. 
(Third  or  Fourth  Century-.) 

was  reformed,  and  the  style  of  painting  manuscripts  assumed  something  of 

the  form  of  the  fine  antique  examples  still  extant  at  that  period.  (Fig.  301.) 

If  we  would  have  an  idea  of  the  heaviness  and  the  ungraceful  character 

of  the  wi'iting  and  of  the  ornaments  which  accompanied  it  before  the  period 

of  Charlemagne,  it  will  suffice  to  examine  Fig.  300.  "  It  was  then  quite 

time,"  says  M.  Aime  Champollion-Figeac,  *'  that  the  salutary  influence 
exercised  by  the  illustrious  monarch  made  itself  felt  in  the  Arts  as  well  as  in 
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letters.'*  The  first  manuscripts  which,  seem  to  bear  witness  to  this  progress 
are  first  a  sacramentary,  said  to  be  that  of  Gellonius,  the  allegorical  paintings 

of  which  are  of  great  interest  in  the  history  of  Christian  symbolism ;  and  a 

]\  fe)E  ws  d: 

Fig.  300.— Painted  Capital  letters,  taken  from  Manuscripts  01  the  Eighth  or  Ninth  Centurj'. 

Book  of  the  Gospels,  now  in  the  Louvre  :  the  latter  is  said  to  have  belonged 

to  the  great  emperor  himself,  and  we  reproduce  one  of  the  paintings  from  it 

(Fig.  302).  We  may  mention,  as  of  the  ninth  century,  many  Books  of  the 

Gospels,   in   one  of  which,  given  by  Louis  le  Debonnaire  to  the  Abbey  of 
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St.  ]\Iedar(l  at  Soissons,  tlu^  purest  Byzantine  style  shows 

itself;  then  the  Bible  called  the  *'Metz''  Bible,  in 
which  arc  paintings  of  large  dimensions,  remarkable 

for  the  felicitous  grou2)ings  of  the  figures  and  for  the 

beauty  of  the  draperies.  One  of  these  miniatures  excites 

an  interest  quite  peculiar,  inasmuch  as  King  David,  who 

is  represented  in  it,  is  but  a  copy  of  an  ancient  Apollo, 

round  whom  the  artist  has  personified  Courage,  Justice, 

Prudence,  &c. 

Let  us  mention  still  further  two  Bibles  and  a  book  7, 

of  prayers,  the  last  containing  a  very  fine  portrait  of  ̂  

the  king,  Charles  the  Bald,  to  whom  it  belonged ;  and  "p 
lastly,  two  books  really  worth  attention,  on  account  of  J 

the  delicacy  and  freedom  of  the  outline  drawings,  for  - 

the  attitudes  of  the  characters  represented,  and  for  ̂ " 
the  draperies,  which  resemble  those  of  ancient  statues.  ̂  

These  books  are  a  "  Terence,"  preserved  in  the  National  ;! 
Library,  Paris,  number  7,899  in  the  catalogue ;  and  a  ̂  

*'  Lectionary  of  the  Cathedral  of  Metz,"  from  which  the  ̂  
border  (303)  is  taken.  AVhile  in  France  the  art  of  \ 

painting  manuscripts  had  progressed  so  much  as  to  J 

produce    some    perfect   models    of    delicacy   and    taste,     ;^ 
o 

Germany  had  never  got  beyond  the  simplest  compo-  ■% 

sitions,  as  we  see  in  the  '^  Paraj^hrase  on  the  Gospels,"  ̂  
in  the  old  Teutonic  language,  belonging  to  the  Library  | 

of  Vienna.  J 
The  artistic  traditions  of  the  ancients  in  the  ninth     ̂ - 

century  are  attested   by  the  manuscripts  of   Christian     f 

Greece,  whereof  the  National  Library,  Paris,  possesses      I. 

many  magnificent  specimens,  at  the  head  of  which  we      ? 

must  place  the  "  Commentaries  of  Gregory  Xazianzen,"     ̂  
ornamented  with  an   infinite  number   of   paintings,   in 

which  all  the  resources  of  ancient  art  are  applied  to  the 

representation  of  Christian  subjects    (Fig.   304).      The 

heads  of  the  characters  portrayed  are  admirably  expres- 

sive, and  of  the  finest  style ;  the  colouring  of  the  minia- 

tures is  warm  and  soft ;  the  costumes,  the  representations 

of  buildings  and  of  the  accessories,  offer,  moreover,  very 

interesting    subjects    of    study.       Unfortunately,    these 

paintings  were  executed  on  a  very  crumbling   surface, 

which  has  in  many  places  peeled   off :    it  is   sad   to   see   one  of    the  most 

^^ 
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precious  monuments  of  Greek  and  Christian  Art  in  a  dciDlorable  state  of 

dilapidation. 

Fig.  302. — ^liniature  from  the  Book  of  the  Gospels  of  Charlemagne. 
(Manuscript  in  the  Library  of  the  Louvre.) 

The  masterpiece  of  the  tenth  century,  which  again  is  due  to  the  artists  of 

Greece,  is  a  '^  Psalter,  with  Commentaries,"  belonging  also  to  the  ̂ N^ational 
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Library  (number  l''3{)  among  the  Greek  manuscripts), 
a  work  in  which  the  miniature-painter  seems  not  to  have 

been  able  to  disengage  himself  from  the  Pagan  creeds  in 

illustrating  Biblical  episodes.  Two  celebrated  manu- 
scripts of  the  same  kind,  but  executed  in  France,  and 

preserved  in  the  same  collection,  show,  by  the  stiffness 

and  incorrectness  of  the  drawing,  that  the  impetus  given 

by  the  genius  of  Charlemagne  had  abated  :  these  are 

the  ''  Bible  de  Noailles,"  and  the  ''  Bible  de  St.  Martial," 
of  Limoges  (Fig.  30()). 

To  speak  truly,  if  in  France  there  was  a  decadence, 

the  Anglo-Saxon  and  Yisigothic  artists  of  this  period 

were  also  below  their  best,  to  judge  from  a  Latin  Book 

of  the  Gospels  of  the  tenth  century  painted  in  England 

(Fig.  807)  ;  it,  however,  proves  that  the  art  of  ornament- 
ing books  had  degenerated  less  than  that  of  drawing 

the  human  figure.  Another  manuscript  with  paintings, 

called  Yisigothic,  containing  the  Apocalypse  of  St.  John, 

gives,  in  its  fantastic  ornaments  and  animals,  an  example 

of  the  strange  style  adopted  by  a  certain  school  of  minia- 

tui'c-painters. 

Germany  now  began  to  improve  in  the  art  of  paint- 

ing miniatures.  It  owed  this  happy  result  to  the  emi- 

gration of  Greek  artists,  who  came  to  the  German  court 
to  take  refuffc  from   the  troubles   of   the   East.      The 

-■'// 

.-^ 

>^  -S 
progress  accomplished  in  this  part  of  Europe  shows 

itself  in  the  drawing  of  the  figures  of  a  German  Book 

of  the  Gospels  of  the  beginning  of  the  eleventh  century, 

a  work  very  superior  to  that  of  the  Teutonic  Book  of 

the  Gospels  just  referred  to.  The  border  of  which  we 

give  a  fac- simile  in  Fig.  308  shows  also  a  certain  degree 

of  improvement ;  it  is  taken  from  a  Book  of  the  Gospels 

of  the  same  period,  preserved  in  the  Eoyal  Library, 
Munich. 

But  in  France,  to  foreign  invasions  and  to  misfortunes 

of  all  kinds,  which,  since  the  death  of  Charlemagne, 

had  aftiicted  the  coimtrv,  was  added  the  terror  caused 

by  the  general  expectation  that  the  world  was  coming 

to  an  end  at  the  expiration  of  the  first  millenniimi. 

People  were,  therefore,  otherwise  employed  than  in 

ornamenting  books.      Accordingly,  this  epoch  is  one  of  the  most  barren 

^^.-^ 

4 

%^. 

in 
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religious  or  other  paintings.  V\\r.  •><)!)  represents 

the  hist  degree  of  abasement  in  this  art.  Xothing 

in  the  worhl  eoiiUl  be  more  barbarous,  nor  I'artlier 
removed  from  all  sentiment  of  the  beautiful  and 

even  from  the  instinctive  idea  of  drawing.      Or- 

Fig.  ",05. — Facsimile  of  ;i  Miniature  drawn  with  the  pen,  taken  from  a 
Bible  of  the  Eleventh  Century.     (National  Library,  Paris.) 

namentation,  however,  remained  sufficiently  good, 

although  under  very  heavy  forms,  as  the  Sacra- 
mentary  of  iEthelgar,  which  is  preserved  in  the 

Library  of  Rouen,  shows  (Fig.  310).  The  deca- 
dence, however,  seems  to  have  come  to  a  stop  in 

France  towards  the  end  of  the  eleventh  centurv, 

A    A 



354 MINIATURES  IN  MANUSCRIPTS, 

C 

a 

■         u 

,ia 

a 

if  we  judge  of  the  art  from 

paintings,  executed  in  1060, 
and  contained  in  a  Latin 

manuscript,  bearing  the 

number  818,  in  the  Na- 
tional Library. 

In   the    manuscripts    of 

the    twelfth    century,    the 
influence   of    the    Crusades 

made  itself  already  felt.   At 

this    period,    the    East    in 

some  sort    regenerated  the 
West  in  all  that  concerned 

arts,    sciences,    and    litera- 

ture.     Many  examples  wit- 
ness  that   the   painting   of 

manuscripts    was    not    the 

last  to  undergo  this  singular 

transformation.  Everything 

the   imagination   could   in- 
vent of   the  most  fantastic 

was     particularly     brought 

into    play    to    give   to    the 

Latin  letters  a  peculiar  cha- 

racter— imitated,  moreover, 

from  the  ornaments  of  Sara- 

cenic    architecture.       This 

practice   was   even   applied 

to    public    acts    and   docu- 
ments, as  Fig.  311  proves; 

it  represents  some  of  the  ini- 

tial letters  in  the  ''  Rouleau 

Mortuaire"    of    St.    Vital. 

Callot,  in  his  "  Temptation 

of   St.  Anthony,"    has,    we 
think,     imagined      nothing 

stranger  than  the  figure  we 

give  ;  a  demon  standing  on 
the  back  of  Cerberus  forms 

the  vertical  line  in  the  letter 

T ;  while  two  other  demons, 

o 

^\, 

^  Y 

\j 
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whose   feet  arc    in  the   mouth  of   the  first,    form    the  twu  hitt-ral   branches 
of  the  letter. 

lu  the  thirteenth  century,  Saracenic  or  Gothic  art  universally  prevaile<l. 

Everywhere  figures  assumed  gaunt,  elongated  forms ;  coats-of-arms  invaded 

the  miniatures ;  but  the  colouring  was  of  marvellous  purity  and  brightness  ; 

burnished   gold,   applied  with    the    greatest    skill,   stood    out   froin   blue  or 

Fig.  300.— Miniature  taken  from  a  Missal  of  the  Beginning  of  the  Eleventh  Centur}\ 

(National  Librarj-,  Paris,  No.  821.) 

purple  backgrounds  which  even  in  our  own  day  have  lost  nothing  of  their 

original  freshness. 

Among  the  most  remarkable  manuscripts  of  this  century  we  must 

mention  a  Psalter  in  five  coloiu'S,  containing  the  French,  Hebrew,  and 

Roman  versions,  with  some  commentaries  (Xational  Library,  Xo.  1,132  hs). 

One  should  analyse  the  greater  mmiber  of  subjects  depicted  in  this  manu- 
A    A    2 
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script  to  understand  all  their  importance  ; 

we  will  only  mention  tliat  among  tliem 

are  sieges  of  towns,  Gothic  fortresses,  in- 

teriors of  Italian  banking-houses,  various 
musical  instruments,  &c.  There  are  few 

manuscripts  to  equal  this  in  the  richness, 

beauty,  and  multiplicity  of  its  paintings : 

it  contains  ninety-nine  large  miniatures, 

independently  of  ninety- six  medallions 
representing  divers  episodes  suggested  by 

the  text  of  the  Psalms  (Fig.  312).  After 

this  psalter  we  must  place  the  Breviary  of 

St.  Louis,  or  rather  of  Queen  Blanche,  for- 

merly preserved  in  the  Arsenal  Library, 

Paris,  and  now  in  the  Musee  des  Souve- 

rains  ;  a  celebrated  manuscript  which  has, 

on  folio  191,  this  inscription :  '*  C'est  le 
Psautier  monseigneur  St.  Loys,  lequel  fu 

a  sa  mere "  (This  is  Monseigneur  St. 

Louis'  Psalter,  which  belonged  to  his 
mother).  But  the  volume  is  not  rich 

in  large  miniatures.  We  observe  in  it, 

however,  a  calendar  ornamented  with 

small  subjects  very  delicately  executed, 

representing  the  labours  appropriate  to 

each  month,  according  to  the  seasons  of 

the  year.  The  character  of  the  paintings 

exhibits  a  style  anterior  to  the  reign  of 

Louis  IX. ;  and  it  is  supposed,  indeed, 

that  this  book  first  belonged  to  the 

mother  of  that  king. 

We  must  now  mention  another  Psal- 

ter, which  was  actually  used  by  St.  Louis ; 

as  is  proA^ed  not  only  by  an  inscription  at 

the  beginning  of  the  volume,  but  still 

further  by  the  fleurs-de-lis  of  the  king, 

the  arras  of  Blanche  of  Castile,  his  mo- 

ther, and  perhaps  also  the  pals  cle  gueules 

of  Marguerite  of  Provence,  his  wife. 

Nothing  can  equal  the  beautiful  preser- 
vation of  the  miniatures  in  this  volume, 
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wLicli  contains  seventy-eight  subjects,  with  as  many  exphmatory  texts  in 

French.  The  heads  of  the  characters,  though  ahnost  microscopic,  have 

generally  a  fine  expression. 

The  "  Livre  de  Clergie,"  which  bears  the  date  of  r-iOd,  merits  far  less 

attention  :  so  does  the  **  Roman  du  Uof  Artus,"  No.  G,9G'3,  in  the  National 

Library,  Paris,  executed  in  1"J7().      \\\\\    wv  must  point  <»ut   t\\(Mjf  the  most 

Fig.  311. — Initial  Letters  extracted  from  the  "  Rouleau  Mortuaire  "  of  St.  Vital,  Iwelfth  Centur)-. 
(Imperial  Archives  of  France.) 

beautiful  examples  of  this  period,  a  Book  of  the  Gospels  in  Latin,  No.  665 

in  the  Supplement,  National  Library,  from  which  we  have  borrowed  an 

elegant  border  (Fig.  313),  and  the  "Roman  du  Saint-Graal,"  No.  6,769, 
also  in  the  National  Library. 

Italy   was    then    at    the    head    of    civilisa.ion    in    evervthino- ;    it    had 
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particularly  inlicrilcd  tlic  grand  traditions  of 

paintino-  wliicli  had  gone  to  sleep  in  Greece  to 
wake  up  in  tlie  neighbouring  peninsula. 

Here  we  must  introduce  a  reniai'h,  the  result 

of  a  general  examination  of  the  manuserii)ts  be- 

queathed to  us  by  the  thirteenth  century  ;  namely, 
that   the   miniatures   in  sacred  books   are  much 

more    beautifully    and    carefully    executed    tliau 

those    of    llie    romances    of    chivalry    and    chro- 

nicles of   the  same  period   (Figs.  ol4  and  'UO). 

^lust  we  attribute  this  superiority  to  the  power 

of  religious  inspiration  ?     ̂ lust  we  suppose  that 

in  the  monasteries  alone  clever  artists  met  with      | 

sufficient  remuneration  ?     Before  answering  these     ̂  

questions,  or  rather  as  an  answer  to  them,  let  us      | 

remember  that  in  those  days  religious  institutions     g 

absorbed  nearlv  all  the  social  intellectual  move-     I 

ment,  as  well  as  the  effective  possession  of  mate-      ̂   .1 

rial  riches,  if  not  of  territorial  property.     Solely     ̂   p- 

occupied  with  distant  wars  or  intestine  quarrels     ̂   [ 

which  impoverished  them,  the  n^^les  were  alto-     J  JJ 

gether  unable  to  become  protectors  of  literature      g  I 

o  *
 

and  Art.  In  the  abbeys  and  convents  were  -^  ̂ 

lay  brethren  who  sometimes  had  taken  no  vow,  -^ 
but  whose  fervent  spirits,  burning  with  poetical  | 

miagmation,  sought  m  the  monastic  retreat  re-  " 
demption  from  their  past  sins  :  these  men  of  faith  l^ 

were  happy  to  consecrate  their  whole  existence  to  2 

the  ornamentation  of  a  single  sacred  book  destined  ̂  
for  the  community  which  gave  them  in  exchange 
all  the  necessaries  of  life. 

This  exj^lains  the  absence  of  the  names  of  the 

miniature-painters  in  ancient  manuscripts,  par- 

ticularly in  those  which  are  written  in  Latin. 

However,  when  romances  and  chronicles  in  the 

'S'ulgar  tongue  began  to  come  into  fashion,  artists 
of  great  talent  eagerly  presented  themselves  to  be 

engaged  by  princes  and  nobles  who  wished  to  have 

this  sort  of  books  ornamented ;  but  the  anony- 

mity  which  these  lay  artists  generally  preserved 

is  explained  by  the  circimistance  that   in  most  cases  they  were  considered 
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only  as  artistic  assistants  in  the  lordly  houses  where  they  were  employed, 

and  in  which  they  fulfilled  some  other  domestic  duty  ;  for  instance,  Colard 

Fig.  314. — Facsimile  of  a  Miniature  of  the  Thirteenth  Century,  representing  a  Scene  of  an  old  Romance  :  the 
beautiful  Josiane,  disguised  as  a  female  juggler,  playing  a  Welsh  air  on  the  Rote  to  make  herself  known  to 
her  friend  Bewis.     (National  Library,  Paris.) 

de   Laon,   the   favourite   painter   of   Louis   of    Orleans,    was   also   valet-de- 

chambre  to  that  prince ;   Piero  Andrea,  another  artist,  doubtless  an  Italian, 

fig'  315- — The  Four  Sons  of  Aymon  on  their  good  Steed  Bayart.      From  a  Miniature  in  the  Romance  of  the 

"  Four  Sons  of  Aymon,"  a  Manuscript  of  the  Thirteenth  Century.     (National  Library,  Paris.) 

to  judge  from  his  Christian  name,  was  gentleman-usher ;   and  we  see  this 

same  painter   ''  sent   from   Blois  to  Tours,   to  procure  certain  matters  for 
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!■"'?•  310.— ^Miniature  taken  from  the  "  Roman  de  Fauvel  "  i  Fifteenth  Centun-),  representing  Fauwl,  or  the  Fox, 
reprimanding  a  Widow  who  has  married  again,  and  to  whom  is  being  given  a  Serenade  of  Rough  Music. 

(National  Library,  Paris.) 
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the  accouchemeut  of  Madame  the  Duchess  ;  " 

or  again,  "from  Blois  to  Romorantin,  to 

inquire  after  Madame  d'Angoulesme,  who 

was  reported  to  be  very  unwelL" 
Certain  artists,  however,  who  then  took 

the  modest  name  of  illuminators,  lived 

entirely  by  their  profession,  working  at 

tableaux  henoits  (blessed  pictures),  or  pojDular 

paintings,  which  were  sold  at  the  church- 
doors.     Others,  again,  were  paid  assistants 

Fig.  318. — Miniature  taken  from  "  Les  Femmes  lUustres," 
translated  from  Boccacio.    (National  Librarj',  Paris.) 

of  the  recognised  painters  to  princes  or 

nobles ;  and  impersonality  was  quite  natu- 

rally imposed  upon  them  by  their  sub- 
ordinate position,  if  not  by  the  simple 

modesty  which  was  for  so  long  the  accom- 

paniment of  talent.  In  the  fourteenth 

century  the  study  of  miniatures  is  pecu- 

liarly interesting,  on  account  of  the  scenes 

of  public  and  private  life,  of  manners 

and  customs,  we  find  rej^roduced  in  them. 

Portraits  after  life,  cVapres  le  vif,  as  \\iej  were  called  in  those  days,  made 

b£ 

fa 
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Fig-.  319.— Miniature  of  the  Psalter  ot  John,  Duke  of  Rorry,  representing  the  Man  of  Sorrow,  or  Christ,  showing 

the  sign  of  the  Cross.     (National  Librarj-,  Paris.) 
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their  appearance  ;  and  cari- 
5)^    cature,     at     all     times     so 

^-^   powerful  in  France,  already 

began   to  show  itself   with 
a  daring  which,   occupying 

itself  with  the  clerg}^,  wo- 
men, and  chivalry,  stopped 

only  before  the  prestige  of  royalty. 

The  miniatures  of  a  French  manuscript, 

dated  1313  (Xational  Library,  Paris,  No. 

8,504,  F.  L.),  deserve  to  be  mentioned,  espe- 
cially on  account  of  the  various  subjects 

they  represent ;  for,  besides  the  ceremony 

of  the  reception  of  the  King  of  Navarre 

into  the  order  of  chivalry,  we  see  in  it 

philosophers  discussing,  judges  administering 

the  law,  various  scenes  of  conjugal  life, 

singers  accompanying  themselves  on  divers 

instruments  of  music,  villagers  engaged  in 

the  labours  of  country  life,  &c.  We  must 

mention  also  a  manuscript  of  the  "  Roman 

de  Fauvel,"  in  which  is  especially  prominent 
the  very  original  scene  of  a  popular  concert 

of  rough  music,  by  masked  performers,  given, 

according  to  an  old  custom,  to  a  widow 

who  had  married  a  second  time  (Fig.  316). 

The  period  during  Avhich  Charles  V. 

occupied  the  throne  of  France  is  one  of 

those  that  produced  the  finest  specimens 

of  manuscript-painting.  This  monarch,  the 
founder  of  the  Royal  Library,  was  an 

admirer  of  illustrated  books,  and  had  accu- 

mulated, at  great  cost,  a  large  collection 

in  the  great  tower  of  the  Louvre.  A  royal 

prince,  whom  we  have  already  mentioned  as 

being  excessively  devoted  to  artistic  luxuries, 

was  the  rival  of  Charles  Y.  in  this  respect : 

this  w^as  his  brother,  the  Duke  Jean  de 

Berry,  who  devoted  enormous  sums  to  the 

purchase  and  production  of  manuscripts, 

this     impulse     did   not   abate,    and  the   art   of 



MINIATURES  IX  MANUSCRIPTS. 3^5 

paintinf^  manuscripts  was  never  in  a  mow  flourisliing  condition.  The  border 

taken  from  the  '' Livre  d'TIeures,"  or  prayer-book,  of  the  Duke  d'Anjou, 

uncle  of  tlie  kino-  (Fig.  -UT),  is  an  example  of  this.  We  mif,dit  mention, 

as  specimens  of  illustrated  works  of  this  period,  the  book  of  tlie  "  Demandes 

et  Reponses,"  by  Peter  Salmon,  a  manuscrii)t  executed  for  the  king,  and 

ornamented  with  exquisite  miniatures,  in  which  all  the  characters  are  true 

historical  portraits,  beautifully  finished.  Nevertheless,  the  masterpieccR 

of  the  French  school  at  this  period  show  themselves  in  the  miniatures  of  two 

translations  of  Boccacio's  ''I)e  Claris  Mulieribus  "  (Fig.  :U8). 

ws^^^m^^f^m^^^^^i^jj^f^ 

Fig.  321.— Miniature  from  a  jManuscript  of  the  Fourteenth  Centur}-,  representing  Louis  of  Tarento,  second 
Husband  of  Queen  Jane  of  Naples,  instituting  the  Order  of  the  Holy  Ghost. 

(National  Library,  Paris.) 

At  that  time  two  new  styles  appeared  in  the  painting  of  manuscripts : 

miniatures  en  cama'ieu  (in  one  colour  only),  and  miniatures  en  grisaille  (in 
two  colours,  viz.  a  light  colour  shaded,  generally  with  brown).  Of  the  first 

kind,  we  may  instance  "  Les  Petites  Heures "  of  John,  Duke  de  Berry 

(Fig.  319),  and  ''Les  Miracles  de  Xotre-Dame." 
Germany  did  not  in  this  respect  rise  to  the  height  of  France  ;  but 

miniature-painting  in  Italy  progressed  more  and  more  towards  perfection. 

A  remarkable   specimen  of   Italian  art  of   this  period   is   the  Bible    called 
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Clement   YII.'s   (Fig. 

320),    whicli    is    pre- 
served in  tlie  National 

Library,  Paris.      But 
there  exists  one  more 

admirable  still  in  tlie 

•^     same      establishment, 

^.    SO    rich   in    treasures,    _ 

J     the      manuscript      oi    J 

3     ''The    Institution     of    ̂ ^ 
•2    the  Order  of  the  Holy    ̂  

5.    Ghost,"    an   order   of    "g 

u     chivalry    founded     at    '^ 

S    Naples    in    1352,    by    ̂ 
^    Louis  de  Tarento,  King    5 

I     of    Naples,    during   a 

I     feast   on   the    day    of 

^    Pentecost.       In      this 

§     superb        manuscript, 

rt     executed     by    Italiaii. 

-g     or      French      artists, 

1  niay,       perhaps,       be 
:;„    found    the    most    ex- 

in 

Ik  quisite  miniatures  of 

that  day  (Fig.  321). 

Especially  remarkable 

i     are  the  beautiful  por- o 

^  traits    in    camdieu    of 

%  Kino:    Louis    and    his 

g  wife,    Jane  L,   Queen 

2  of  Naples.    A  valuable 

I  copy    of  the   romance 

I.  of  "  Lancelot  du  Lac  " 
?  of  the  same  date  re- 

^  commends  itself  to  the 

attention  of  connois- 

seurs by  a  rare  pecu- 

liarity :  one  can  follow 
in  it  the  successive 

operations  of  the 

painter  in  miniature ; 

y 

^>^ 

f^ 

°     •*5^. 

U 
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thus  arc  presented  to  us  consecutively  the  outline-drawing,  then  the  first 

tints,    generally    uniform,    executed  by  tlie    ilhnninator ;    next  the   surface 

Fig.  32 1. — Miniature,  painted  by  Giulio  Clovio,  of  the  Sixteenth  Century,  taken  from  Dante's  "  Paradise," 
representing  the  Poet  and  Beatrice  transported  to  the  Moon,  the  abode  of  AVomcn  devoted  to 

Chastit}'.    (Manuscript  in  the  Vatican  Library,  Rome.) 

on  which  the  gold  is  to  be  applied ;   then  the  real  work  of  the  miniature- 
painter  in  the  heads,  costumes,  &c. 
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France,  in  spite  of  the  great  troubles 

which   agitated  her,  and  the   wars  she 

had  to  maintain    with    foreign   powers 

during  the  fifteenth  century,  saw,  never- 

theless, the  art  of  the  painter  improve 

very    considerably.      The   fine  copy  of 

Froissart  in  the  Imperial  Library,  Paris 

(Fig.  322),  might  alone  suffice  to  prove 
the   truth  of  this  assertion.     The  name 

of  John  Foucquet,    painter  to  King  Louis    IX., 

deserves    to    be  mentioned   with  eulogy,  as  that 
of   one   of   the   artists  who   contributed   most  to 

the  progress  of  painting  on  manuscripts.     Every- 
thing thenceforward  announced  the  Renaissance 

which  was  to  take  place  in  the  sixteenth  century ; 

and   if   we  wash  to   follow  the  onward  progress 

of  art  from  the  beginning  of  the  fifteenth  century 

till  the  time  of  Raphael,  it  is  in  the  miniatures 

of  manuscripts  w^e  shall  find   the  best  evidences 
of   it.       Let   us    observe,    by    the  way,   that  the 

Flemish  school  of  the  Dukes  of  Burgundy  exer- 

cised great  influence  over  this  marvellous  art  for 

a  period  of  more  than  a  century.      Spain  was  also 

progressing  ;  but  it  is  to  the  Italian  artists  we 
must,  from  that  time  forward,  look  for  the  most 

remarkable   works.       The    x^ational    labrarj^    of 

Paris    possesses    many    manuscripts   which   bear 

witness  to  the   marked   improvement   in   minia- 

ture-painting  at  this  period ;    among   others  an 

^'Ovid"  of  the  fifteenth  century  (Fig.  323)  ;  but 
iw  order  to  see  the  highest  expression  of  the  art, 

we  must  examine  an  incomparable  copy  of  Dante's 
works,  preserved  in  the    V^atican,   a   manuscript 

proceeding   from    the    hands    of    Giulio    Clovio 

(Fig.   324),  an  illustrious  painter,  pupil  and  imi- 
tator of  Raphael :    his  nainiatures  are  remarkable 

for  beauty. 

Lastly,  in  the  reign  of  Louis  XIL,  the  com- 
plete regeneration  of  the  Art  was  effected.  We 

should,  however,  mention  that  at  this  period  there 

were  two  very  distinct  schools :  one  whose  style 
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still  showed  the  infiuencc  of  ancient   Gothic  traditions,   the  other  entirely 

Fig.  326. — Miniature  from  the  Prayer-book  of  Anne  de  Bretagne,  representing  the  Archangel  St.  Michael. 
(Musee  des  Souverains.) 

dependent  on  Italian  taste.     The  Missal  of  Pope  Paul  Y.  emanated  from  this 

latter  school  (Fig.  325). 
B    B 
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This  immense  progress,  wliicli  showed  itself  simultaneously  in  France  and 

iu  Italy  by  the  production  of  many  original  works,  seems  to  have  attained  its 

climax  in  the  execution  of  a  justly  celebrated  manuscript,  known  by  the 

name   of  "Les    Heures    d'Anne   de  Bretagne "    (Fig.    326).     Among  the 

Fig.  327.— Miniature  in  the  "  Livre  d'Heures  "  belonging  to  the  Margrave  of  Baden,  representing  the  Portrait 
of  the  blessed  Bernard  of  Baden,  who  died  in  the  odour  of  Sanctity,  on  July  15,  1458. 

(National  Librar}-,  Paris.) 

numerous  pictures  which  decorate  this  book  of  prayers,  many  would  not  be 

unworthy  of  Eaphael's  pencil ;  the  expression  in  the  face  of  the  Virgin  Mary 

is,  with  many  others,  remarkable  for  its  sweetness  ;  the  heads  of  the  angels 

have  something  divine  in  them ;  and  the  ornaments  which  occupy  the  margin 
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of  oac'li  page  are  composed  of  flowers,  fruits,  and  insects,  reprciented  with  all 

the  freslmess  and  brilliancy  of  iiatui-e.  Tliis  inimitable  masterj)iece  was,  like 

a  sort  of  sublime  testament,  to  mark  tlic  ̂ ^lorious  boundary-line  of  an  art 

which  must  necessarily  degenerate  now  tliat  the  printing-press  was  causing 

the  numerous  class  of  scribes  and  illuminators  of  the  Middle  Ages  to  dis- 

appear. It  has  never  revived  since,  but  at  intervals,  and  then  more  to  meet 

the  requirements  of  fancy  than  to  be  of  any  real  use. 

A  few  manuscripts  adorned  with  miniatures  of  the  end  oi"  the  sixteenth 

century  may  still  be  mentioned,  especially  two  *' Livres  d'lleures  "  (prayer- 
books)  painted  in  (jri.sdillc,  which  belonged  to  Ileniy  II.,  King  of  France 

(now  in  the  Musee  des  Souverains),  and  the  "  Livre  d'lleures,"  executed  for 
the  Margrave  of  Baden  by  a  painter  of  Lorraine  or  of  Metz  named  Brentel 

(Fig.  3'27),  who,  however,  did  nothing  but  put  together  designs  copied  from 
the  great  masters  of  Italy  and  Flanders.  There  were,  nevertheless,  good 

miniature-painters  in  France  up  to  the  seventeenth  century,  to  illustrate  the 

manuscripts  executed  witli  so  much  taste  by  the  famous  Jarry  and  the 

caligraphers  of  his  school.  The  last  manifestation  of  the  art  shines  forth, 

for  example,  in  the  magnificent  "  LiA^e  d'lleures  "  j^resented  to  Louis  XIV. 
by  the  pensioners  of  the  Hotel  des  Invalides,  a  remarkable  work,  but  yet 

unworthy  to  appear  by  the  side  of  the  "  Livre  d'lleures  d'Anne  de  Bretagne," 
which  the  painter  seems  to  have  adopted  as  his  model. 

Fig.  328.— Escutcheon  of  France,  taken  from  some  Ornaments  in  the  Manuscript  of  the  "  Institution  oi  the 

Order  of  the  Holy  Ghost."     (Fourteenth  Centurj'.) 

B    «   2 
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Primitive  Binding  of  Book?. — Bookbinding  among  the  Romans. — Books  bound  with  Goldsmith's 
"V^'ork  from  the  Fifth  Centurj'. — Chained  Books. —  Corporation  of  Lieurs  or  Bookbinders. — 
Books  bound  in  "SVood,  with  Metal  Corners  and  Clasps. — First  Bindings  in  Leather,  honey- 

combed {waffled)  and  gilt. — Description  of  some  celebrated  Bindings  of  the  Fourteenth  and 
Fifteenth  Centuries. — Sources  of  Modern  Bookbinding. — Jean  Grollier. — President  De  Thou. 
— Kings  and  Queens  of  France  Bibliomaniacs. — Superiority  of  Bookbinding  in  France. 

S  soon  as  the  ancients  had  made  square 

books,  more  convenient  to  read  than 

the  rolls,  bookbinding — that  is  to  say, 

the  art  of  fixing  the  leaves  into  a 

movable  back  between  two  square 

pieces  of  wood,  ivory,  metal,  or  lea- 

ther— was  invented.  This  primitive 

binding,  which  had  no  other  object 

than  that  of  preserving  the  books,  no 

other  merit  than  that  of  solidity,  was 

not  long  ere  it  became  associated  with 

ornament,  and  thus  put  itself  in  rela- 

tion with  the  luxury  of  Greek  and 

Roman  civilisation.  Not  contented  with  placing  on  each  side  of  the  volume 

a  little  tablet  of  cedar- wood  or  of  oak,  on  which  was  written  the  title  of  the 

book  (for  books  were  then  laid  flat  on  the  shelves  of  the  library),  a  piece  of 

leather  was  stretched  over  the  edge  to  preserve  it  from  dust,  if  the  book 

was  valuable,  and  the  volume  was  tied  up  with  a  strap  passed  round  it 

many  times,  and  which  was  subsequently  replaced  by  clasps.  In  certain 

instances  the  volume  was  enveloped  in  thick  cloth,  and  even  enclosed  in 

a  case  of  wood  or  leather.  Such  was  the  state  of  bookbinding  in  ancient 
times. 

There  were  then,  as  now,  good  and  bad  bookbinders.  Cicero,  in  his 

letters  to  Atticus,  asks  for  two  of  his  slaves  who  were  very  clever 

ligatores  librorum  (bookbinders).  Bookbinding,  however,  was  not  an  art 

very  generally  known,  for  square  books,  notwithstanding  the  convenience  of 

their  shape,  had  not  yet  superseded  rolls ;  but  we  see,  in  the  Notices  of  the 
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Dignities  of  tlie  Eastern  Empire  (''Notitia  Dignitatum  Imperii"),  written 
towards  450,  that  this  accessory  art  had  already  made  immense  progress ; 

since  certain  officers  of  the  empire  used  to  carry,  in  tlie  public  ceremonies, 

large  square  books  containing  the  administrative  instructions  of  the 

emperor:  these  books  were  bound,  covered  with  green,  red,  blue,  or  yellow 

leather,  closed  by  means  of  leathern  straps  or  by  hooks,  and  ornamented  with 

little  golden  rods  disposed  horizontally,  or  lozengewise,  with  the  portrait  of 

the  sovereign  painted  or  gilt  on  their  sides.  Erom  the  fifth  century  gold- 

smiths and  lapidaries  ornamented  binding  with  great  richness.  And  so  we 

hear  St.  Jerome  exclaiming : — '*  Your  books  are  covered  with  precious  stones, 

and  Christ  died  naked  before  the  gate  of  his  temple  !  "  "  The  ]3ook  of  the 

Gospels,"  in  Greek,  given  to  the  basilica  of  Monza  by  Theodelinda,  Queen 
of  the  Lombards,  about  600,  has  still  one  of  these  costly  bindings. 

A  specimen  of  Byzantine  art,  preserved  in  the  Louvre,  is  a  sort  of  small 

plate,  which  is  supposed  to  be  one  of  the  sides  of  the  cover  of  a  book ;  on 

it  we  find  executed  in  bas-relief  the  *'  Visit  of  the  Holy  AVomen  to  the 

Tomb,"  and  several  other  scenes  from  the  Gospels.  In  this  example  the 
beauty  of  the  figures,  the  taste  which  dictated  the  arrangement  of  the 

draperies,  and  the  finish  in  the  execution,  furnish  us  with  evidence  that, 

in  the  industrial  arts,  the  Greeks  had  maintained  till  the  twelfth  century 

their  pre-eminence  over  all  the  people  of  Europe. 
In  those  davs  the  bindinor  of  ordinary  books  was  executed  without  any 

ornamentation,  this  being  reserved  for  sacred  books.  If,  in  the  treasures  of 

churches,  abbeys,  and  palaces,  a  few  manuscripts  covered  with  gold,  silver, 

and  precious  stones  were  kept  as  relics,  books  in  common  use  were  simply 

covered  in  boards  or  leather ;  but  not  without  much  attention  being  given 

to  the  binding,  which  was  merely  intended  to  preserve  the  volumes.  Many 

documents  bear  witness  to  the  great  care  and  precision  with  which,  in 

certain  monasteries,  books  were  bound  and  preserved.  All  sorts  of  skins 

were  employed  in  covering  them  when  they  had  been  once  pressed  and 

joined  together  between  boards  of  hard  wood  that  would  not  readily  decay  : 

in  the  !N^orth,  even  the  skins  of  seals  and  of  sharks  were  employed,  but 
pig-skin  seems  to  have  been  used  in  preference  to  all  others. 

It  must  be  admitted  that  we,  perhaps,  owe  to  their  rich  bindings,  which 

were  well  calculated  to  tempt  thieves,  the  destruction  of  a  number  of 

valuable  manuscripts  when  towns  or  monasteries  were  sacked ;  but,  on 

the  other  hand,  the  sumptuous  bindings  with  which  kings  and  nobles 

covered  Bibles,  the  Gospels,  antiphonaries,  and  missals,  have  certainly 

preserved  to  us  very  many  curious  examples  that,  without  them,  would 

by  degrees  have  deteriorated,  or  would  not  have  escaped  all  the  chances 

of  destruction  to   which  they  were  exposed.     It  is  thus,  for  instance,  that 
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the  famous  manuscript  of  Sens  has  descended  to  us,  which  contains 

"  La  Messe  des  Fous,'^  set  to  music  in  the  twelfth  century ;  it  is  bound 
between  two  pieces  of  ivory,  with  bas-relief  carvings  of  the  fourth  century, 

representing  the  festivals  of  Bacchus.  All  great  public  collections  show 

with   pride   some   of    these   rare   and   venerable    bindings,    decorated   with 

Fig:.  329. — Binding  in  Gold,  adorned  with   precious   Stones,  which   covered  a  "  Book   of  the  Gospels  "  ot   the 
Eleventh  Centarj',  representing  Jesus  Crucified,  with  the  Virgin  and  St.  John  at  the  Foot  of  the  Cross. 

(Louvre.) 

gold,  silver,  or  copper,  engraved,  chased,  or  inlaid  with  precious  stones 

or  coloured  glass,  with  cameos  or  antique  ivories  (Fig.  329).  The 

greater  number  of  rich  books  of  the  Gospels  mentioned  in  history  date 

back  as  far  as  the  period  of  Charlemagne,  and  among  these  we  must 

mention,   above   all,   one   given  by   the  emperor  himself   to   the    x\.bbey   of 
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St.  Riquler,  ''covered  with  plates  of  silver,  and  ornamented  with  prold 

and  gems ;  "  tliat  of  St.  Maxiniin  of  Treves,  which  came  from  Ada,  daughter 

of  I*(>pin,  sister  of  Chark'magne,  and  was  ornamented  witli  an  engraved 
agate  representing  Ada,  the  emperor,  and  his  sons ;  and  lastly,  one  that  was 

to  1)0  seen  as  late  as  17"J7  in  tlie  convent  of  Ilaiitvillers,  near  Epernay,  and 
which  was  bound  in  carved  ivory. 

Sometimes  these  sumptuous  volumes  were  enclosed  in  an  envelope 

made  of  rich  stuff;  or,  in  pursuance  of  an  ancient  custom,  a  casket  not 

less  gorgeously  decorated  than  the  binding,  contained  it.  The  Prayer- 

book    of    Charlemagne,    now    preserved    in    the    liibrarv   of    the   Louvre,    i>< 

F'o-  jjO- — Librar}-  of  the  University  of  Leyder,  in  which  all  the  Books  were  chained,  even  in  the 
Seventeenth  Centurj-. 

known  to  have  been  originally  enclosed  in  a  small  casket  of  silver  gilt, 

on  which  were  represented  in  relief  the  "  Mysteries  of  the  Passion.'* 

These  books,  however,  bound  with  goldsmith's  work,  were  not  those 
that  were  chained  in  churches  and  in  certain  libraries  (Fig.  330),  as  some 

volumes  still  in  existence,  with  the  rings  through  which  passed  the  chain 

that  fastened  them  to  the  desk  still  on  them,  show.  These  catcnaii  (chained 

books)  were  generally  Bibles  and  missals,  bound  in  wood  and  heavily  orna- 

mented with  metallic  corners,  which,  while  placed  at  the  disposition  of  the 

faithful  and  of  the  public  in  general,  their  owners  wished  to  guarantee 

against  being  stolen. 

^Ve  must  not  forget  to  mention,   among   the    most   beautiful   bindings 
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Fig.  331.— Large  Painted  Initial  Letter  in  a  Manuscript  in  the  Royal  Librarj-,  Brussels,  showing  the  arrangement 

of  the  Biniing.  in  enamelled  Metal,  of  a  book  of  the  Gospels.    (Ninth  or  Tenth  Centur}-.) 
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of  the  eleventh  and  tw(^lfth  centuries,  the  coverings  of  books  in  enamelled 

copper  (Fig.  331).  The  Cluny  Museum  possesses  two  plates  of  incrusted 

enamel  of  Limoges,  which  must  have  belonged  to  one  of  these  bindings : 

the  first  has  for  its  subject  the  ''  Adoration  of  tlie  ̂ lagi ; "  the  other 
represents  the  monk  Etienne  de  Muret,  founder  of  the  order  of  Grandmont 

(in  the  twelfth  century),  conversing  with  St.  Nicholas.  The  Cathedral  of 

^lilan  contains  in  its  treasury  the  covering  of  a  book  still  more  ancient 

and  niucli  riclior,  about  fourteen  inches  long  by  twelve  inches  wide,  and 

profusely  covered  with  encrusted  enamel,  mounted  and  ornamented  with 

polished,  but  uncut,  precious  stones  of  various  colours. 

But  all  these  were  only  the  work  of  enamellers,  goldsmiths,  illuminators, 

and  clasp-makers.  The  binders,  or  bookbinders  properly  so  called,  fastened 

together  the  leaves  of  books,  and  placed  them  between  two  boards,  which 

they  then  covered  with  leather,  skin,  stuff,  or  parchment ;  they  added  to  these 

coverings  sometimes  leathern  straps,  sometimes  metal  clasps,  sometimes  hooks, 

to  keep  the  volume  firmly  closed,  and  almost  always  nails,  whose  round  and 

projecting  heads  preserved  the  flat  surface  of  the  binding  from  being  rubbed. 

In  the  year  1299,  when  the  tax  was  imposed  upon  the  inhabitants  of 

Paris  for  the  exigencies  of  the  king,  it  was  ascertained  that  the  number 

of  bookbinders  then  actually  in  the  town  amounted  only  to  seventeen,  who, 

as  well  as  the  scribes  and  booksellers,  were  directly  dependent  on  the 

University,  the  authorities  of  which  placed  them  under  the  surveillance  of 

four  sworn  bookbinders,  who  were  considered  the  agents  of  the  University. 

We  must  except,  however,  from  this  jurisdiction  the  acknowledged  book- 

binder to  the  "  Chambre  des  Comptes,*'  who,  before  he  could  be  appointed 
to  this  office,  had  to  make  an  affirmation  that  he  could  neither  read  nor  write. 

In  the  musters,  or  processions,  of  the  University  of  Paris,  the  bookbinders 

came  after  the  booksellers.  To  explain  the  relatively  small  number  of  pro- 

fessed bookbinders,  we  must  remember  that  at  this  period  the  majority 

of  scholars  bound  their  own  books,  as  divers  passages  of  ancient  authors 

prove ;  while  the  monasteries,  which  were  the  principal  centres  of  book- 

makers, had  one  or  many  members  of  their  community  whose  special 

function  it  was  to  bind  the  works  written  within  their  walls.  Tritheimius, 

Abbot  of  Spanheim  at  the  end  of  the  fifteenth  century,  does  not  forget  the 

bookbinders  in  the  enumeration  he  makes  of  the  different  emplojTnents  of 

his  monks  : — "  Let  that  one,"  says  he,  **  fasten  the  leaves  together,  and  bind 
the  book  with  boards.  You,  prepare  those  boards ;  you,  dress  the  leather ; 

you,  the  metal  plates,  which  are  to  adorn  the  binding."  These  bindings  are 
represented  on  the  seal  of  the  University  of  Oxford  (Fig.  332),  and  on 

the  banners  of  some  French  corporation  of  printers  and  booksellers 

(Figs.  333  and  337). 
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The  metal  plates,  the  corners,  the  nails,  the  clasps  with  -syhich  these 
volumes  were  then  laden,  rendered  them  so  heavy  that,  in  order  to  enable 

the  reader  to  turn  over  the  leaves  with  facility;  they  were  placed  on  one  of 

those  revolving  desks  having  space  for  many  open  folios  at  the  same  time, 

and  which  were  capable  of  accommodating  many  readers  simultaneously. 

It  is  said  that  Petrarch  had  caused  a  volume  containing  the  *'  Epistles  of 

Cicero,"  transcribed  by  himself,  to  be  bound  so  massively,  that  as  he  was 
continually  reading  it,  he  often  let  it  fall  and  injured  his  leg ;  so  badly 

once  that  he  was  threatened  with  amputation.     This  manuscript  in  Petrarch's 

Fig-,  332. — Seal  of  the  University  of  OxforJ,  in  which  is  a  Hook  bound  with  Corners  and  Clasps. 

handwT^iting  is  still  to  be  seen  in  the  Laurentian  Library  at  Florence ;  it  is 

bound  in  wood,  with  edges  and  clasps  of  copper. 

The  Crusades,  which  introduced  into  Europe  many  luxurious  customs, 

must  have  had  great  influence  on  bookbinding,  since  the  Arabs  had  for 

a  long  while  known  the  art  of  preparing,  dj^eing,  stamping,  and  gilding 
the  skins  they  employed  to  make  covers  for  books :  these  covers  took 

the  name  of  alee  (wings),  no  doubt  from  the  resemblance  between  them  and 

the  wings  of  a  bird  of  rich  plumage.  The  Crusaders  having  brought  back 

from  their  expeditions  specimens  of  Oriental  binding,  our  European  workmen 
did  not  fail  to  turn  their  brilliant  models  to  account. 
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An  entire  revolution,  iiiorcoNcr,  \\lilcli  liad  taken  place  In  tlic  fornialion 

ol'  r()\al  iijid  princely  libraries,  was  to  ])rodiicc  a  revolution  in  binding  also. 
l)lbles,  missals,  reproductions  of  ancient  authors,  treatises  on  theology,  were 

no  longer  th(^  oids'  books  in  common  use.  '\\w  new  language  had  given 
rise  to  histories,  romances,  and  p(»enis,  wliieh  were  the  delight  of  a  society 

becoming  more  and  more  ])olIshe(l  every  day.  I''or  tlie  jileasurc  of  readers, 
th(>  gallant  of  one  sex  and  tlw^  fair  of  tlie  oth(»r,  books  were  re(juired  more 

agreeable  to  the  ey(%  and  less  rough  to  tlie  touch,  than  those  used  for  the 
edification  of  monks  or  the  Instruction  of  scholars.  And  first  of  all  were 

substituted,  for  the  purpos(>  of  manuscripts,  sizes  more  portable  than  the 
grave  folio.  Then  fine  and  smooth  vellum  was  used  for  writing,  and 

books  were  covered  In  V(dvet,  silk,  or  woollen  stuffs.  Moreover,  paper, 

a   recent    Invention,   open<Ml  up   a    new   era    for   libraries  ;  but   two  centuries 

Figr  lill- — Banner  of  the  Corporation  of  Printers-Booksellers  of  Angers. 

were  to  elapse  before  pasteboard  had  entirely  taken  the  place  of  wooden 
covers. 

It  is  in  the  inventories,  in  the  accounts,  and  in  the  archives  of  kings  and 

princes,  that  we  must  look  for  the  history  of  bookbinding  in  the  fourteenth 

and  fifteenth  centuries  (Fig.  334).  AVe  shall  limit  ourselves  to  giving 

a  description  of  some  costly  bindings,  taken  from  the  inventories  of  the 

magnificent  libraries  of  the  Dukes  of  Burgundy  and  of  Orleans,  now  partly 

destroyed,  and  partly  scattered  about  among  the  great  public  collections 
of  France  and  other  countries. 

Belonging  to  the  Dukes  of  Burgundy,  Philip  the  Bold,  Jean  sans 

Peur,  and  Philip  the  Good,  we  see  a  small  Book  of  the  Gospels  and  of 

the  '*  Ilcures  de  la  Croix"  (a  kind  of  prayer-book),  with  *'a  binding 
embellished  with  gold  and  fifty-eight  large  pearls,  in  a  case  made  of 

camlet,  with  one  large  pearl  and  a  cluster  of  small  pearls ; "  the  romance 

of  the   ''Moralite  des  Hommes  sur  le  Ju  (jeu)   des  Eschiers"    (the  game 
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of  chess),    "covered   with   silk,  with  white  and   red  flowers,  and  silver-gilt 

334-— Fragment  of  an  engraved  and  stamped  Binding  in  an  unknown  ^Material  (Fifteenth  Century), 
representing  the  m3-stical  Chase  of  the  Unicorn,  which  is  taking  refuge  in  the  lap  of  the  Virgin. 

( Public  Librar}-,  Rouen.) 

nails,  on  a  green   ground ;  "  a  Book  of  Orisons,   ''  covered  with  red  leather. 
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with  silvcr-g-ilt  nails;"  a  Psalter,  "lia\in^-  two  silver-gilt  clasps,  bound 

in  blue,  witli  a  g-olden  eagle  witli  two  heads  and  red  tah>ns,  to  which  is 

attached  a  little  silver-gilt  insliunicnt  for  turning  over  the  leaves,  with 

three  escutcheons  of  the  same  arms,  covered  with  a  red  velvet  chemise.^^  * 
The  chonixe  was  a  sort  of  pocket  in  which  certain  valuable  books  were 

enveloped.  The  '' Ileures  de  St.  Louis''  (St.  Louis's  Prayer-book),  now 
in  the  Musee  des  Souverains,  is  still  in  its  r/irniis^  of  red  sandal-wood. 

The  same  inventories  give  an  account  of  tlie  prices  paid  for  some 

bindings  and  their  accessories.  Thus,  in  1'3(SG,  ̂ lartin  Jihuillier,  a  book- 

seller at  Paris,  received  from  the  Duke  of  Burgundy  IG  francs  (equivalent  to 

about  114  francs  French  money  of   the  present  time),  **  for  binding  eight 

Fig.  335. — Bookbinders'  Woik-roora,  drawn  and  engraved  in  the  Sixteenth  Century,  by  J.  Amman. 

books,  of  which  six  were  covered  in  grained  leather;"  on  Sept.  19,  1394, 
the  Duke  of  Orleans  paid  to  Peter  Blondel,  goldsmith,  12  livres  15  sols, 

"  for  having  wrought,  besides  the  duke's  silver  seal,  two  clasps  "  for  the  book 
of  Boethius ;  and  on  Jan.  15,  1398,  to  Emelot  de  Eubert,  an  embroideress 

at  Paris,  50  sols  tournois,  "  for  having  cut  out  and  worked  in  gold  and 
silk  two  covers  of  green  Dampmas  cloth,  one  for  the  Breviarv,  the  other  for 

the  Book  of  Hours  of  the  aforesaid  nobleman,  and  for  ha^-ino"  made  fifteen 

markers  (sinets)  and  four  pair  of  silk  and  gold  straps  for  the  said  books." 

*  "  Garni  de  deux  fermaulx  d'argent,  dorez,  armoiez  d'azur  a  une  aigle  d'or  a  deux  testes, 
ongle  de  gueulles,  auquel  a  ung  tuyau  d'argent  dore  pour  tourner  les  feuilles,  a  trois  escussons 
desdites  armes,  couvert  d'une  chemise  de  veluyau  vermeil." 
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The  old  style  of  thick,  heavy,  in  some  sort  armour-plated,  binding,  could 

not  exist  long  after  the  invention  of  printing,  which,  while  multiplying 

books,  diminished  their  weight,  reduced  their  size,  and,  moreover,  gave 

them  a  less  intrinsic  value.  Wooden  boards  were  replaced  by  compressed 

cardboard,  nails  and  clasps  were  gradually  laid  aside,  and  stuffs  of  different 

kinds  no  longer  used  ;  only  skin,  leather,  and  parchment  were  employed. 

This  was  the  beginning  of  modern  binding ;  but  bookbinders  were  as  yet 

but  mechanics  working  for  the  booksellers,  who,  when  they  had  on  their 

premises  a  bookbinding -room  (Fig.  335),  assumed,,  in  their  editions,  the 

double  title  of  lihraire-relieur  (bookseller-bookbinder)  (Fig.  336).  '  In  1578, 
Kicholas  Eve  still  placed  on  his  books  and  his   sign-board,"  "  Bookseller  to 

^^S-  336.— Mark  of  William  Eustace  (1512),  Bookseller  and  Binder,  Paris. 

the  University  of  Paris  and  Bookbinder  to  the  King."     No  volume  was  sold 
unbound. 

From  the  end  of  the  fifteenth  centur}^,  although  bookbinding  was  always 

considered  as  an  adjunct  to  the  bookseller's  shop,  certain  amateurs  who  had 
a  taste  for  art  required  richer  and  more  recherche  exteriors  for  their  books. 

Italy  set  us  the  example  of  beautiful  bindings  in  morocco,  stamped  and  gilt ; 

imitated,  however,  from  those  of  the  Koran  and  other  Arabian  manu- 

scripts, which  Venetian  navigators  frequently  brought  back  with  them 

from  the  East.  The  expedition  of  Charles  YIII.  and  the  wars  of  Louis  XII. 

introduced  into  France  not  only  Italian  bindings,  but  Italian  binders 

also.      Without  renouncing,   however,  at  least  for   the  livres  d^heureSy  the 
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biiiclin""s  ornamented  with  goldsmith's  work  and  gems,  I'rance  liad  very  soon 
binders  of  her  own,  siiri)assing  those  wlio  liad  been  to  them  as  initiators 

or  masters.  .Jean  (Jrollici-,  of  Lyons,  loxcd  books  too  mucli  not  to  wisli  to 

o-ive  th(>m  an  exterior  ornamentation  wortliv  of  the  wcaltli  of  knowh'dge 

tliev  eontniiK'd.  Treasurer  of  AVai",  and  Tntendant  of  the  Milanese  before 

the  battle  of  Pavia,  he  had  begun  to  ereate  a  library,  whieli  he  subse- 

qnenth'  transported  into  Franee,  and  did  not  cease  to  enlarge  and  to  enrieh 

till  his  death,  whieh  happened  in  I-jOO.  His  books  were  bound  in  morocco 

from  the  Levant,  with  such  care  and  taste  tliat,  under  tlie  supervision  of  this 

cxactino-  anuiteur,  bookbinding  seemed  to  have  already  attained  perfection. 

Princes  and  ladies  of  the  court  prided  themselves  on  their  love  of  books 

and  the  desire  to  accpiire  them  ;  they  founded  libraries,  and  encouraged  the 

works  and  inventions  of  good  bookbinders  who  produced  masterpieces  of 

patience  and  ability  in  decorating  the  covers  of  books,  either  with  enamalled 

paintings,  or  with  mosaics  made  of  different  pieces  inlaid,  or  with  plain 

gildings  stamp(Ml  on  the  surface  with  small  irons.  It  would  be  impossible 

to  enumerate  the  splendid  bindings  in  all  styles  that  the  French  bookbinders 

of  the  sixteenth  century  have  left  us,  and  which  have  never  been  surpassed 

since.  The  painter,  the  engraver,  and  even  the  goldsmith,  co-operated  with 
the  bookbinder  in  his  art,  by  furnishing  him  with  designs  for  ornaments. 

AVe  now  see  reappearing  some  plates  obtained  from  hot  or  cold  dies, 

representing  various  subjects ;  and  the  designs  from  which  they  were 

taken,  reproduced  from  those  that  had  been  in  fashion  towards  the 

beginning  of  the  sixteenth  century,  were  often  drawn  by  distinguished 

artists,  such  as  Jean  Cousin,  Stephen  de  Laulne,  &c. 

Nearly  all  the  French  kings,  especially  the  Valois,  were  passionately 

fond  of  splendid  bindings.  Catherine  de  Medicis  was  such  a  connoisseur 

of  finely-bound  books,  that  authors  and  booksellers,  who  eagerly  presented 

her  with  copies  of  their  w^orks,  tried  to  distinguish  themselves  in  the 
choice  and  beauty  of  the  bindings  which  they  had  made  expressly  for  her. 

Henry  III.,  who  appreciated  handsomely-bound  books  no  less  than  his 
mother,  invented  a  very  singular  binding,  when  he  had  instituted  the 

Order  of  '*  Penitents ; "  this  consisted  of  death's  heads  and  crossbones, 
tears,  crosses,  and  other  instruments  of  the  Passion,  gilt  or  stamped  on 

black  morocco  leather,  and  having  the  following  device,  ''  Spes  mea  Deus  " 

("  God  is  my  hope  "),  with  or  without  the  arms  of  France. 
It  is  impossible  to  associate  these  superb  bindings  with  the  usual 

and  common  work  executed  at  the  booksellers'  shops,  and  under  their 
superintendence.  Some  booksellers  of  Paris  and  of  Lyons,  the  houses 

of  Grj^he  and  Tournes,  of  Estienne  and  Yascosan,  paid  a  little  more 

attention,   however,   than  others  of  the  fraternitv,  to  the  binding  of  books 
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which  they  sold  to  the  reading  public;  they  adopted  patterns  of  dun- 

coloured  calf,  in  compartments ;  or  white  vellum,  with  fillets  and  arabesques 

in  gold,  fine  specimens  of  which  are  now  very  rare. 

At  this  period  Italian  bookbinding  had  reached  the  most  complete  state 

of  decadence,  while  in  German}^  and  other  parts  of  Europe  the  old  massive 

bindings — bindings  in  wood,  leather,  and  parchment,  with  fastenings  of 

iron  or  brass — still  held  their  ground.  In  France,  however,  the  binders, 
whom  the  booksellers  kept  in  a  state  of  obscurity  and  servitude,  had  not 

even  been  able  to  form  themselves  into  a  guild  or  fraternity.  They  might 

produce  masterpieces  of  their  art,  but  were  not  allowed  to  append  their 
names  to  their  works ;  and  we  must  come  down  as  far  as  the  famous  Gascon 

(1614)  before  we  can  introduce  the  name  of  any  illustrious  bookbinder. 

Fig.  337. — Banner  of  the  Corporation  of  Printers-Booksellers  of  Autun. 
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Who  was  the  Inventor  of  Printinj^  ? — MovaLlo  Letters  in  Ancient  Times. — lilock  Printing. — 

Laurent  Coster. — I)o)iati  and  Specula. — Gutenberg's  Process. — Partnership  of  Gutenberg 
and  Faust. — Scha'flfer. — The  Mayence  Bible. — The  Psalter  of  14.'>7. — The  "Rationale"  of 
14o9. — Gutenberg  prints  by  himself. — The  **  Catholicon  "  of  14G0 — Printing  at  Cologne, 
»Strasburg,  Venice,  and  l*aris. — Louis  XI.  and  Nicholas  Jenson. — German  Printers  at  Rome. 
— Incunabula. — Colart  Mansion. — Caxton. — Improvement  of  Typographical  Processes  up  to 
the  Sixteenth  Century. 

^  IFTEEN  towns  have  laid  claim  to  the  honour  of  being 

the   birthplace   of   printing,  and  writers   who   have 

applied  themselves   to  search  out  the  origin  of  this 

admirable  invention,  far  from  coming  to  any  agree- 

ment on  the  point   in    their  endeavours   to  clear  up   the 

question,    have   only   confused   it.      ISow,    however,   after 

many  centuries  of  learned  and  earnest  controversy,  there 

only   remain   three   antagonistic   propositions,   with    three 

names  of   towns,  four   names   of   inventors,   and   three   different 

dates.     The  three  places  are  Haarlem,  Strasburg,  and  Mayence  ; 

the    four    inventors,    Laurent    Coster,     Gutenberg,    Faust,    and 

Schocffer ;  the  three  dates  which  are  assigned  to  the  invention  of 

printing  are  1420,  1440,  1450.     In  our  opinion  these  three  pro- 

positions, which  some  try  to  combat  and  destroy  by  opposing  each 

to  the  other,  ought,  on  the  contrary,  to  be  blended  into  one,  and  combined 

chronologically  in  such  a  manner  as  to  represent  the  three  principal  periods 

of  the  discovery  of  printing. 

There  is  no  doubt  that  printing  existed  in  the  germ  in  ancient  times ; 

that  it  was  known  and  made  use  of  by  the  ancients.  There  were  stamps 

and  seals  bearing  legends  traced  the  wrong  way,  from  which  positive 

impressions  were  obtained  on  papyrus  or  parchment,  in  wax,  ink,  or  colour. 

AVe  are  shown,  in  museums,  plates  of  copper  or  of  cedar- wood,  covered 
with  characters  carved  or  cut  out  in  them,  which  seem  to  have  been 

intended  for  the  purpose  of  printing,  and  which  resemble  the  block  plates 

of  the  fifteenth  century. 

Something  very  much  like  the  process  of   printing  in  movable  t^-pe  is c  c 
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described  by  Cicero  in  a  passage  in  which  he  refutes  the  doctrine  of  Epicurus 

on  the  creation  of  the  world  by  atoms  :  *^  Why  not  believe,  also,  that  by 
throwing  together,  indiscriminately,  innumerable  forms  of  letters  of  the 

alphabet,  either  in  gold  or  in  any  other  substance,  one  can  print  with  these 

letters,  on  the  ground,  the  Annals  of  Ennius  ?  *^  The  movable  letters  pos- 
sessed by  the  ancients  were  carved  in  boxwood  or  ivory ;    but  they  were 

ff 

/  /  /  /   /    I 
//III ^ 

Fig.  338-— Ancient  Wood-block  Print,  cut  in  Flanders  before  1440,  representing  Jesus  Christ  after  his 
Flagellation.     (Delbecq's  Collection,  Ghent.) 

only  employed  for  teaching  children  to  read,  as  Quintilian  testifies  in  his 

''  Institutiones  Oratoricae,"  and  St.  Jerome  in  his  "  Epistles."  There  was 
then  only  wanting  a  fortunate  chance  to  cause  this  carved  alphabet  to  create 
the  typographic  art  fifteen  centuries  earlier  than  its  actual  birth. 

At  the  end  of  the  fourteenth  century,  at  Haarlem,  in  Holland,  wood- 
engraving  had  been  discovered,  and  consequently  tabular  impression,  with 
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wlilch  the  CLiiicso,  it  is  siiid,  wore  alrciidy  acquaintefl  three  or  four  hundred 

years  before  the  modern  era.  Perhaps  it  was  some  Chinese  Look  or  pack  of 

cards,  brought  to  Haarlem  by  a  merchant  or  navigator,  that  revealed  this 

expeditious  and  economical  ])rocess  to  the  cardmakers  and  printsellers  of  the 

industrious  Netherlands.  Xylography  began  on  the  day  when  a  legend  was 

engraved  on  a  wood-block  (Fig'^.  '3'JS  to  'J40). 
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Fig.  339. — Facsimile  of  an  Engraving  on  "Wood,  by  an  ancient  Flemish  Engraver  (about  1438) ;  which 
was  inserted,  after  the  manner  of  a  Miniature,  in  a  Manuscript  of  the  Fifteenth  Century,  containing 

Prayers  for  the  use  of  the  People.     (Delbecq's  Collection,  Ghent.) 

The  claim  of  Haarlem,  and  of  Coster  its  citizen,  to  the  glories  due  to  the 

invention  of  printing  and  his  birthplace,  met  at  first  with  nothing  but  incre- 

dulity and  contempt.  The  right  of  Mayence  to  be  considered  the  birthplace 

of  printing  could  only  be  seriously  counterbalanced,  it  was  thought,  by  the 

claim  of  Strasburg.  The  three  names  of  Gutenberg,  of  Faust,  and  of 

Schoeffer  were  alreadv  consecrated  bv  universal  e:ratitude.  Evervwhere, 

except  in  Holland,   the  new  testimony  was  rejected;   everywhere  the  new 
cc  2 
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inventor,  whose  claim  liad  just  been  made  for  a  share  of  the  honour,  was 

rejected  as  an  apocr^^phal  or  legendary  being.  But  very  soon,  however, 
criticism,  raising  itself  above  the  influences  of  nationality,  took  up  the 

question,  discussed  the  account  given  by  Adrian  Junius  in  his   '^  Batavia," 
Avhich  was  written  in  1572,  examined 

the  famous  *'  Speculum "  therein  de- 
scribed, which  no  one  had  yet  pointed 

out,  proved  the  existence  of  xylo- 

graphic  impressions,  sought  for  those 
which  could  be  attributed  to  Coster, 

and  opposed  to  the  Abbe  Tritheim 

(or  Trithemius),  who  had  written  on 

the  origin  of  printing  from  informa- 
tion furnished  by  Peter  SchoefPer 

himself,  the  more  disinterested  testi- 
mony of  the  anonymous  chronicler  of 

Cologne  in  1465,  who  had  learned 

from  Ulric  Zell,  one  of  Gutenberg's 
workmen,  and  the  first  printer  of 

Cologne  in  1465,  this  important 

peculiarity  : — "  Although  the  typo- 

graphic art  was  invented  at  Mayence," 
says  he,  "  nevertheless  the  first  rough 
sketch  of  this  art  was  invented  in 

Holland,  and  it  is  in  imitation  of  the 

'  Donatus '  (the  Latin  syntax  bj' 
Ccelius  Donatus,  a  grammarian  of  the 

fourth  century,  a  book  then  in  use  in 

the  schools  of  Europe),  which  long 

before  that  time  was  printed  there ;  it 

is  in  imitation  of  this,  and  on  account 

of  it,  that  the  said  art  began  under 

the  auspices  of  Gutenberg. '^ 

If  Gutenberg  imitated  the  ̂ '  Dona- 

tus," which  was  printed  in  Holland 
before  the  time  he  himself  printed  at 

Mayence,  Gutenberg  was  not  the  inventor  of  printing.  It  was  in  1450  that 

Gutenberg  began  to  print  at  Mayence  (Fig.  341)  ;  but  from  as  early  a  date 

as  1436  he  had  tried  to  prin^.  at  Strasburg ;  and,  before  his  first  attempts, 

there  had  been  printed  in  Holland — a;^  Haarlem  and  Dordrecht — ''  Specula  " 

and  **  Donati  "  on  wooden  boards  ;  a  process  known  by  the  name  of  xylography 

'acolyiiiaiot. 

Fig.  340. — Wood-block,  cut  in  France,  about  1440, 
representing  an  Image  of  St.  James  the  Great, 
with  one  of  the  Commandments  as  a  Text. 

(National  Library,  Paris,  Collection  of  Prints.) 
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(printing  with  wooden  blocks),  while  the  attempts  at  tijpofjraphj  (printing  with 

type)  made  by  Gutenberg  entirely  differed  from  the  other;  since  the  letters, 

engraved  at  first  on  steel  points  (poim^ons),  and  afterwards  forced  into  a  copper 

matrix,  reproduced  by  means  of  casting  in  a  metal  more  fusible  than  copjxjr 

the  impress  of  the  point  on  shanks  {tiges)  made  of  pewter  or  lead,  hardened 

by  an  alloy  (Fig.  34*2). 
Now,  a  ratlier  singular  circumstance  comes  to  corroborate  what  was  said 

raj?aurro:iipl^t  autmurcr 
aiirniiimit^jf pofitioi  ijuat  ar f  tout 

iDnaiOiii:r|tc^u$iabfcn0.33a}ipa- 
liftdiiri5  iittl  rafu0:  uf  aD.  a  jiun .  ante, 
aouerfimi  cte.ntra.amlcirca.  rotra^ 
(rcia,ejrtra,uiter4ntra:mfra:iu^t'a ,  o^j 

iiltra.pjmr*fiip?a,nrritrr.tif(pXfme. 
pmf  $.C5ua  Dumum  m^?l^})arrea^ 
aputiuiHa,antf  riif0,etiufrfmit)mnii 

Fig,  341.— Facsimile  of  a  Page  of  the  most  ancient  Xylogrraphic  "  Donatus"  (Chapter  on  Prepositions), 
printed  at  Mayence,  by  Fust  and  Gutenberg,  about  1450. 

by  Adrian  Junius.  A  Latin  edition  of  the  "  Specidum,"  a  folio  of  sixty- three 
leaves,  with  wood  engravings  in  two  compartments  at  the  head  of  each  leaf, 

consists  of  a  mixture  of  twenty  xylographic  leaves,  and  of  forty-one  leaves 

printed  with  type,  movable  indeed,  but  very  imperfect,  and  cast  in  moulds 

which  were  probably  made  of  baked  earth ;  an  edition  of  a  Dutch  "Speculum,'* 
in  folio,  has  also  two  pages  in  a  type  smaller  and  closer  than  the  rest  of  the 

text.     How  are  we  to  explain  these  anomalies  ?     On  the  one  hand,  a  mixture 
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of  xj'lography  and  typograpliy ;  on  the  other,  a  combination  of  two  different 
kinds  of  movable  type.  My  hypothesis  is,  if  indeed  the  details  given  by 

Junius,  open  to  suspicion  as  they  are,  be  correct,  that  the  dishonest  workman 

who,  according  to  his  own  account,  stole  the  implements  employed  in  the 

workshop  of  Laurent  Coster,  and  who  must  have  acted  with  a  certain  amount 

of  precipation,  contented  himself  with  carrying  off  some  forms  of  the 

''  Speculum "  just  ready  for  the  press.  The  t}^3e  employed  for  twenty  or 
twenty-two  pages  was  sufficient  to  serve  as  models  for  a  counterfeit  edition, 

and  also  for  a  book  of  small  extent,  such  as  the  ''  Alexandri  Galli  Doctrinale," 

and  the  "  Petri  Hispani  Tractatus.''  It  is  probable  that  the  Latin  and  Dutch 

editions   of   the    "  Speculum "    were   both   entirely   composed,    set   up,    and 

Fig.  342. — Portrait  of  Gutenberg,  from  an  Engraving  of  the  Sixteenth  Centur}'. 
(National  Library,  Paris.)^ 

prepared  for  the  text  to  be  struck  off,  when  the  thief  took  at  hazard  the 

twenty-two  forms,  which  he  determined  to  turn  to  account,  at  any  rate  as 

a  model  for  the  counferfeit  edition  he  intended  to  publish.  In  cast-iron 

type,  these  forms  could  not  have  weighed  more  than  sixty  pounds ;  in  wooden 

type  not  half  as  much ;  if  we  add  to  these  the  composing-sticks,  the  pincers, 

the  galleys,  and  other  indispensable  elements  of  the  trade,  we  shall  find  that 

the  booty  was  not  beyond  the  strength  of  a  man  to  carry  easily  on  his 

shoulders.  As  for  the  press,  about  that  there  could  be  no  question,  since  the 

impressions  produced  at  Haarlem  were  made  with  a  pad  and  by  hand,  as  is 
still  the  case  with  playing-cards. 

It  remains  now  to  discover  who  was  this  John  who  appropriated  the 



PRINTING.  391 

secret  of  printing,  and  took  it  from  Haarlem  to  ̂ Iiiyence.     "Was  it  John  Fust 

JjPmatt  J-XAVjQtceyij), 

Fig.  343- — Facsimile  of  the  Twenty-eighth  Xylographic  Page  of  the  "Biblia  Pauperura  ;  "  representing, 
with  texts  taken  from  the  Old  Testament,  David  slaying  Goliath,  and  Christ  causing  the  Souls  of  the 

Patriarchs  and  Prophets  to  come  out  of  Purgator\-. 

or  Faust,  as  Adrian  Junius  suspected  ?     T\"as  it  John  Gutenberg,  as  many 
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Dutch  writers  have  alleged  ?  or  was  it  not  rather  John  Gensfleisch  the  elder, 

a  relation  of  Gutenberg,   as,   from  a  very  explicit  passage  of  the  learned 

Fig-  344'— Facsimile  of  the  fifth  Page  of  the  first  Xylographic  Edition  of  the  "Ars  Moriendi,"  representing 
the  Sinner  on  his  Death-bed  surrounded  by  his  Family.  Two  Demons  are  whispering  into  his  ear, 

"Think  of  thy  treasure,"  and  "  Distribute  it  to  thy  friends." 

Joseph  Wimpfeling,  his  contemporary,  the  latest  defenders  of  the  Haarlem 
tradition  think  ?     The  question  is  still  undecided. 
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The  *' Spcc'ulinn,"  liowever,  is  not  the  only  book  of  the  kind  wliitli  liad 

appeai'(Ml  in  tlio  Low  Counli'Ics  bcioi-c"  tlic  pci-iod  asKii'-ncd  to  tlic  discovery 

of  printing-  in  llolhind.  Sonic  oi"  tliese  were  evidently  xyhjgrapliic,  others 
show  signs  of  having  been  i)rin(e(l  willi  inovablo  type  of  wood,  not  of  metal. 

All  have  engravings  of  tlie  same  character  as  those  of  the  **  Speculum," 

especially  the  ̂' liiblia  Paupei  imi  "  ('MV)or  Men's  ]5ible")  (Fig.  M'\),  the 

"  Ars  Moriendi  "  ("  The  Art  of  J)ying")  (Fig.  '344),  the  *'  Ars  Memorandi," 

("The  Art  of  Ivemembering"),  which  had  a  very  wide  circulation.  ]Iowever 
this  may  be,  Tiaurt^it  Costc^r,  notwithstanding  any  progress  he  had  made 
with  his  invention,  was  certainly  ignorant  of  its  iiii[)ortance. 

The  secret  was  kept  faithfully  for  fifteen  or  twenty  years  by  the  work- 

men employed  in  his  printing-house,  who  were  not  initiated  into  the 

mysteries  of  the  new  art  till  they  had  served  a  certain  time  of  probation  and 

ai:)prenticeship :  a  terrible  oath  bound  together  those  whom  the  master  had 

considered  worthy  of  entering  into  partnership  with  him ;  for  on  the  pre- 

servation of  the  secret  depended  the  prosperity  or  the  ruin  of  the  inventor 

and  his  coadjutors,  since  all  printed  books  were  then  sold  as  manuscripts. 

But  while  the  secret  was  so  scrupulously  maintained  by  the  first  Dutch 

printer  and  his  partners,  a  lawsuit  was  brought  before  the  superior  court  of 

Strasburg  which,  though  the  motives  for  it  were  apparently  but  of  private 

interest,  was  nevertheless  to  give  the  public  the  key  to  the  mysterious 

trade  of  the  typographer.  This  lawsuit — the  curious  documents  relating 

to  which  were  found  only  in  17G0,  in  an  old  tower  at  Strasburg — was 

brought  against  John  Gensflcisch,  called  Gutenberg  (who  was  born  at 

Mayence,  but  was  exiled  from  his  native  town  during  the  political  troubles, 

and  had  settled  at  Strasburg  since  1420),  by  George  and  Nicholas  Dritzehen, 

who,  as  heirs  of  the  deceased  Andrew  Dritzehen,  their  brother,  and  formerly 

Gutenberg's  partner,  desired  to  be  admitted  as  his  representatives  into  an 
association  of  whose  object  they  were  ignorant,  but  from  which  they  no 

doubt  knew  their  brother  expected  to  derive  some  beneficial  results.  It  was, 

in  short,  printing  itself  which  was  on  its  trial  at  Strasburg  towards  the  end 

of  the  year  1439;  that  is  more  than  fourteen  years  before  the  period  at  which 

printing  is  kno\\^i  to  have  been  first  emploj^ed  in  Mayence. 
Here  is  a  summary  of  the  facts  stated  before  the  judge,  as  we  find  them 

in  the  documents  relating  to  this  lawsuit.  Gutenberg,  an  ingenious  but 

poor  man,  possessed  divers  secrets  for  becoming  rich.  Andrew  Dritzehen  came 

to  him  with  a  request  that  he  would  teach  him  many  arts.  Gutenberg  there- 

upon initiated  him  into  the  art  of  polishing  stones,  and  Andrew  "  derived 

great  profit  from  this  secret."  Subsequently,  with  the  object  of  carrying 
out  another  art  during  a  pilgrimage  to  Aix-la-Chapelle,  Gutenberg  agreed 

with  Hans  Kifi'en,  mayor  of  Lichtenau,  to  form  a  company,  which  Andrew 
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Dritzehen  and  a  man  named  Andrew  Heilman  desired  to  join.  Gutenberg 

consented  to  this  on  condition  that  they  would  together  pui'chase  of  him 
the  right  to  a  third  of  the  profits,  for  a  sum  of  160  florins,  payable  on 

the  day  of  the  contract,  and  80  florins  payable  at  a  later  date.  The 

agreement  being  made,  he  taught  them  the  art  which  they  were  to  exercise 

at  the  proper  period  in  Aix-la-Chapelle ;  but  the  pilgrimage  was  postponed 
to  the  following  year,  and  the  partners  required  of  Gutenberg  that  he 

should  not  conceal  from  them  any  of  the  arU  and  inventions  of  which  he 

was  cognisant.  JS^ew  stipulations  were  entered  upon  whereby  the  partners 
pledged  themselves  to  pay  an  additional  sum,  and  in  which  it  was  stated  that 

the  art  should  be  carried  on  for  the  benefit  of  the  four  partners  during  the 

space  of  five  years  ;  and  that,  in  the  event  of  one  of  them  dj'ing,  all  the 
implements  of  the  art,  and  all  the  icorks  already  produced,  should  belong  to 

the  surviving  partners ;  the  heirs  of  the  deceased  being  entitled  to  receive 

no  more  than  an  indemnity  of  100  florins  at  the  expiration  of  the  said  five 

years. 
Gutenberg  accordingly  offered  to  pay  the  heirs  of  his  late  partner  the 

stipulated  sum  ;  but  they  demanded  of  him  an  account  of  the  capital  invested 

by  Andrew  Dritzehen,  which,  as  they  alleged,  had  been  absorbed  in  the 

speculation.  They  mentioned  especially  a  certain  account  for  lead,  for  which 

their  brother  had  made  himself  responsible.  ̂ Vithout  denying  this  account, 

Gutenberg  refused  to  satisfy  their  demands. 

Numerous  witnesses  gave  evidence,  and  their  depositions  for  and  against 

the  object  of  the  association  show  us  a  faithful  picture  of  what  must  have 

been  the  inner  life  of  four  partners,  exhausting  themselves  and  their 

money  in  efforts  to  realise  a  scheme  the  nature  of  which  they  were  very 

careful  to  conceal,  but  from  which  they  expected  to  derive  the  most 

splendid  results. 

"We  find  them  working  by  night ;  we  hear  them  answering  those  who 
questioned  them  on  the  object  of  their  work,  that  they  were  mirror- 

makers  ̂ '  (spiegel-macher)  ;  we  find  them  borrowing  money,  because  they  had 

in  hand  '^  something  in  which  they  could  not  invest  too  much  money.'* 

Andrew  Dritzehen,  in  whose  care  the  press  was  left,  being  dead,  Gutenberg's 
first  object  was  to  send  to  the  deceased's  house  a  man  he  could  trust, 
who  was  commissioned  to  unscrew  the  press,  so  that  the  pieces  (or 

forms),  which  were  fixed  closely  together  by  it,  might  become  detached 

from  each  other,  and  then  to  place  these  forms  in  or  on  the  press  "  in  such 

a  manner  that  no  one  might  be  able  to  understand  what  they  were." 
Gutenberg  regrets  that  his  servant  did  not  bring  him  back  all  the  forms, 

many  of  which  '^  were  not  to  be  found."  Lastly,  we  find  figuring  among 
the  witnesses  a    turner,  a  timber-merchant,  and  a  goldsmith  who  declared 



PRliXTINC. 
395 

that  he  had  worked  during  three  years  for  Gutenberg,  and  that  he  had 

gained  more  than  100  florins  by  preparing  for  him  "■  the  things  belonging 

to  printing*'  {das  zu  dcm  Tnickcn  (jchoret). 
TrucJx-cn — printing  I  Thus  the  grand  word  was  pronounced  in  the 

course  of  the  hxwsuit,  but  certainly  without  producing  the  least  effect  on 

the  audience,  who  wondered  what  was  this  occult  art  which  Gutenberg  and 

his  partners  had  carried  on  with  so  much  trouble,  and  at  such  great 

expense.  However,  it  is  quite  certain  that,  with  tlic  exception  of  the 

indiscretion,  really  very  insignificant,  of  the  goldsmith,  Gutenberg's 
secret  remained  undiscovered,  for  it  was  supposed  it  had  to  do  with  the 

polishing  of  stones   and   the   manufacture   of    mirrors.      The    judge,  being 

Fig.  345. — Interior  of  a  Printing-office  in  the  Sixteenth  Century,  by  J.  Amman. 

con\'inced  as  to  the  good  faith  of  Gutenberg,  pronounced  the  offers  he  made 
to  the  plaintiffs  satisfactory,  decided  against  the  heirs  of  Andrew  Dritzehen, 

and  the  three  other  partners  remained  sole  proprietors  of  their  process,  and 

continued  to  carry  it  out. 

If  we  study  with  some  attention  the  documents  relating  to  this  singular 

trial  at  Strasburg,  and  if  we  also  notice,  that  our  word  mirror  is  the 

translation  of  the  German  word  speigcl  and  of  the  Latin  word  spccuiam,  it 

is  impossible  not  to  recognise  all  the  processes,  all  the  implements  made 

use  of  in  printing,  with  the  names  they  have  not  ceased  to  bear,  and 

which  were  given  to  them  as  soon  as  they  were  invented ;  the  forms,  the 

screw  (which  is  not  the  print  in  g-'presSy  for  they  printed  in  those  days  with 
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the  frotton,  or  rubber,  but  the  frame  in  whicb  the  t^^es  were  pressed),  the 

lead,  the  work,  the  art,  &c.  We  see  Gutenberg  accompanied  by  a  turner 

who  made  the  screw  for  the  press,  the  timber  merchant  who  had  suppbed 

the  planks  of  box  or  of  pear  wood,  the  goldsmith  who  had  engraved  or  cast 

the  type.  Then  we  ascertain  that  these  "  mirrors,"  in  the  preparation 
of  which  the  partners  were  occupied,  and  which  were  to  be  sold  at  the 

pilgrimage  of  Aix-la-Chapelle,  were  no  other  than  the  future  copies  of 

the  ̂ '  Speculum  Humanae  Salvationis,"  an  intimation  more  or  less  perfect  of 
the  famous  book  of  illustrations  of  which  Holland  had  already  published 

three  or  four  editions,  in  Latin  and  in  Dutch. 

We  know,  on  the  other  hand,  that  these  '^  Mirrors  "  or  *'  Specula  "  were, 
in  the  earliest  days  of  printing,  so  much  in  request,  that  in  every  place 

the  first  printers  rivalled  each  other  in  executing  and  publishing  different 

editions  of  the  book  with  illustrations.  Here,  there  was  the  reprint  of  the 

^'  Speculum,"  abridged  by  L.  Coster ;  there,  the  ''  Speculum  "  of  Gutenberg, 

taken  entirely  from  manuscripts;  now  it  was  the  "Speculum  Yitae  Humanae," 

by  Roderick,  Bishop  of  Zamora ;  then  the  ''  Speculum  Conscienciae,"  of 

Arnold  Gheyloven ;  then  the  ̂ '  Speculum  Sacerdotum,"  or  again,  the 

voluminous  ''  Speculum  "  of  Yincent  de  Beauvais,"  &c. 
It  cannot  now  any  longer  be  assumed  that  Gutenberg  really  made  mirrors 

or  looking-glasses  at  Strasburg,  and  that  those  pieces  "  laid  in  a  press,'*  those 

^'  forms  which  came  to  pieces,"  that  lead  sold  or  wrought  by  a  goldsmith, 

were,  as  they  wished  it  to  be  supposed,  only  intended  to  be  used  ''  for 

printing  ornaments  on  the  frames  of  looking-glasses  !  " 
It  results  from  all  this  that  Gutenberg,  "  an  ingenious  man  and  a  man  of 

invention,"  having  seen  a  xylographic  "  Donatus,"  had  endeavoured  to 
imitate  it,  and  had  succeeded  in  doing  so,  the  secret  being  confided  to 

Andrew  Dritzehen ;  that  the  other  arts,  which  Gutenberg  at  first  kept  to 

himself,  but  which  he  subsequently  communicated  to  his  partners,  consisted 

in  the  idea  of  substituting  movable  t}"pe  for  tabular  printing ;  a  substitution 

that  could  only  be  effected  after  numerous  experiments  had  been  made,  and 

which  were  just  about  to  be  crowned  with  success  when  Andrew  Dritzehen 

died.  We  may  then  consider  it  as  nearly  certain  that  printing  was  in  some 

sort  discovered  twice  successively — the  first  time  by  Laurent  Coster,  whose 

small  printed  books,  or  books  in  letterpress,  attracted  the  attention  of  Guten- 

berg ;  and  the  second  time  by  Gutenberg,  who  raised  the  art  to  a  degree  of 

perfection  such  as  had  never  been  attained  by  his  predecessor. 

Gutenberg  did  not  succeed  with  his  printing  at  Strasburg.  When  he 

quitted  the  town,  where  he  left  such  pupils  as  John  Mentell,  Henry  Eggestein, 

he  moved  to  Mayence,  and  established  himself  in  the  house  of  Zum  Jungen. 

There  he  again  printed,  but  he  exhausted  his  means  in  experiments,  alter' 
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nately  taking  up  and  laying  aside  the  various  processes  he  liad  emidoyed — 

xylograpliy,  movable  types  of  wood,  lead,  and  east  iron.  He  used,  for 

printing,  a  hand-press  which  he  h:id  made  on  the  same  principle  as  a  wine- 
press ;  he  invented  new  tools ;  he  began  ten  works  and  could  finish  none. 

At  last,  his  resources  all  gone,  and  himself  in  a  state  of  despair,  he  was  just 

going  to  give  up  the  art  altogether,  when  ehanee  sent  him  a  partner,  John 

Fust  or  Faust,  a  rich  goldsmith  of  Mayence. 

This  partnership  took  place  in  1450.  Fust,  by  a  deed  properly  drawn  up 

by  a  notary,  promised  Gutenberg  to  advance  him  800  gold  florins  for  the 

ijiomt^  c  autcfaul  ati^^onatl^an 
'  Jl  filiumfuum'ttati  omtafuos 

fnoij.ut  Ofctartamtr.jDortti  rona* 
tljao  Fiii*>faul.tji(i0cljat  tiauitiijaltt. lEtinDirauftrouat^BtiaumtJicm  . 
iDumfftniI|ifinm0omticcctc,iDua- 
proOTbfuattqCo  maiicWmancbio 
tlamtraoCrattas  JFgo  aurccgtttiits 
ftabaiu^aiiattemmiaicoDbialq; 
fu  cm'  it  C0O 10  qu  ar  tc  tc  ab  ̂Hn  e  m  cii: ^tlUcuq^uitifco  nufiaiotitii.locat^ 
f  ft  f  cfTO  rouatt^as  it  Uauiti  tjona:  au 
faiilpatmu  ruum.©i^tq;ati  cu.  jRc 

Fig.  346. — Facsimile  from  the  Bible  of  1456  (i  Samuel  xix.  i — 5^  printed  at  Maj'ence  by  Gutenberg. 

manufacture  of  implements  and  tools,  and  300  for  other  expenses — servants' 

wages,  rent,  firing,  parchment,  paper,  ink,  &c.  Besides  the  "  Specula  "  and 

*'  Donati "  already  in  circulation,  which  Gutenberg  probably  continued  to 
print,  the  object  of  the  partnership  was  the  printing  of  a  folio  Bible  in  two 

columns,  in  large  t}'pe,  vrith  initial  letters  engraved  on  wood.  This  was  a 
work  requiring  a  great  outlay. 

A  caligrapher  was  attached  to  Gutenberg's  printing  establishment,  either 
to  trace  on  wood  the  characters  to  be  engraved,  or  to  rubricate  the  printed 

pages  ;  in  other  words,  to  write  in  red  ink,  to  paint  the  initials,  the  capital 
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^S&^^^^^ 
mite  rgulteinns  tnmtuo^ 
feme  reru-f  npmo  fRoduf- 

Xultate  in- ftiintinorrr 
ofitemiti 

fumt 
infite 

pfalteao  Here 
anrntenfarimnouu: 

uiarettu  e  ubu 
ilimtmufDiam 

timpIenaefttra.Uecbo 
etfpiritaoit0au0omi0 

Fig-  347.— Facsimile  of  a  page  cf  the  Psalter  of  145Q,  second  edition,  or  the  second  copy  that  was 

struck  off.     Printed  at  Mayence,  by  J.  Fust  and  P.  Schceffer. 

I  y 



PRINTING. 

399 
letters,  and  the  headings  of  chapters.  This  caligrapher  was  probably  Peter 

Schoeffer  or  Schoiffer,  of  Gernsheim,  a  small  town  in  the  diocese  of  Darm- 

stadt, a  clerk  of  the  diocese  of  Mayence,  as  he  styles  himself,  and  perhaps  a 

German  student  in  the  University  of  Paris  ;  since  a  manuscript  copied  by 

him,  and  preserved  at  Strasburg,  is  terminated  by  an  inscription  in  which  he 

testifies  that  he  himself  wrote  it  in  the  year  1449,  in  *'  the  very  glorious 

University  of  Paris."  Schceffer  was  not  only  a  literary  man,  but  was  also  a 
man  of  ingenuity  and  prudence  [ingeniosus  ct  prudcus).  Having  entered 

Gutenberg's  establishment,  into  which  Fust  had  forced  him  in  1402,  to  take 
part  in  the  new  association  they  were  then  forming,  Scha'ffer  invented  an 
improved  mould  with  which  he  could  cast  separately  all  the  letters  of  the 

alphabet  in  metal,  whereas  up  to  this  time  they  had  been  obliged  to  engrave 

r 
^ 

:  J 11  laKnis  bKcombus  pon< 

f 'iKj^^;b:=^i^^  no  Dcciiibu$  pb.ut  or 
;'!g\^:i»c^^5:^  !•  pbcuspbcron-l^octamcn 

''[Q^^^^^^  rHn'rc  tcbcmus.q^  rion  ̂ am 

   "quo  pb.atq?  B  rdJ  intcrcft 

^CJ^r^C  ]^£^'  '-^^'"^  ̂ ^^^  pHfciAnu^  In  pn nio  libro  majors. 

^tc 

-Ou^y^ 

vnxx.  fabanus  a  u  quoc)  FitrD?  fabiTurquo^pcr 
titict  at)  Faba$,ct  b  fabariue.t. cantor  c^  ̂ iccban 
turapub  gcnttlcs  rantcrcs  pabarij.oa  lUo  Ic^u 

wine  maximc  urcbanr"  m  cibo.clr^  componcm 
Fig.  348.— Facsimile  of  the  "  Catholicon  "  of  1460,  printed  at  Mayence  by  Gutenberg. 

the  type  with  a  burin.  He  concealed  his  discovery  from  Gutenberg,  who 
would  naturally  have  availed  himself  of  it ;  but  he  confided  the  secret  to 

Fust,  who,  being  very  experienced  in  casting  metals,  carried  out  his  idea. 

It  was  evidently  with  this  cast  type,  which  resisted  the  action  of  the  press, 

that  Schoeffer  composed  and  executed  a  "  Donatus,"  of  which  four  leaves,  in 
parchment,  were  found  at  Treves  in  1803,  in  the  interior  of  an  old  book- 

cover,  and  were  deposited  in  the  National  Library  of  Paris.  An  inscription 
in  this  edition,  printed  in  red,  announces  formally  that  Peter  Schoeffer  alone 

had  executed  it,  with  its  type  and  its  initial  letters,  according  to  the  "  new 

art  of  the  printer,  without  the  help  of  the  pen.'' 
That  was  certainly  the  fi.rst  pubHc  disclosure  of  the  existence  of  printing, 

which  up  to  this  time  had  passed  off  its  productions  as  the  work  of 
caligraphers.  It  seems  that  Schoeffer  thus  desired  to  mark  the  date  and  to 

appropriate  to  himself  the  invention  of  Gutenberg.     It  is  certain  that  Fust, 
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;^f^|j^'l)i6fatri(>  foCcuniiepKCcffi  faCuafojiG  nofitflTCc^ 

'  muc5oininuicfianr6n(lmn.H^6i6  ac-^^P«  f  ̂ 

■  Jrv>\\\  >^^^■^^^^^<:^:TV^■V«v^vv^■^-V^^v^■^^»^^^^:-.^.^■^■^k>.k^k».l:'.k■.k.^^^,^.^k^MA^■^\ k .. 

i'e^?eo'^3^^;3\gS=^^ 

Fig.  349.— Facsimile  of  a  page  of  a  "Livre  d'Heures"  printed  in  Paris,  in  1512, 
by  Simon  Vostre. 
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ullured  by  the  results  Scha-lYer  liad  obtained,  secretly  entered  into  partner- 

ship with  him,  and,  in  order  to  get  rid  of  Gutenber<^,  profited  by  the  power 

which  his  bond  gave  liiiu  over  that  unfortunate  individual.  Gutenberg, 

suniinonod  to  dissolve  the  partnership  and  to  return  tliesunishe  had  received, 

which  he  was  quite  in('ai)able  of  paying,  was  obliged,  in  order  to  satisfy  the 
denuuids  of  his  pitiless  creditor,  to  give  up  to  him  his  printing  establishment, 

with  all  the  materials  it  contained  ;  amcmg  them  was  included  this  same 

IHble,  tlie  last  leaves  of  which  were,  perhaps,  in  the  press  at  the  moment 

when  tliey  robbed  him  of  the  fruits  of  his  long-protracted  labours. 

Gutenberg  evicted,  Peter  Scha'ffer  and  Fust,  who  liad  given  Schadfer 

his  daughter  in  marriage,  completed  the  great  Bible,  which  was  ready  for 

sale  in  the  early  months  of  1400.  This  ]5ible,  being  passed  off  as  a  manu- 

script, nnist  have  commanded  a  very  high  price.  This  accounts  for  the 

non-appearance  on  it  of  any  inscription  to  show  by  what  means  the  work  had 

been  executed  ;   let  us  add   that  in  any  case  we  may  well  suppose  Scha'ffer 

^h^ 

Fig.  350. — The  Mark  of  Gerard  Leeu  (1482).  Fig.  351. — The  Mark  of  Fust  ai.d  ichoL-ffer, 
Printers.     (Fifteenth  Century.) 

and   Fust  were  not  willing  to    give  to  Gutenberg    a   share   of    the    glory 

which  they  dared  not  yet  appropriate  to  themselves. 

The  Latin  Bible,  without  date,  which  all  bibliographers  agree  in  con- 

sidering as  that  of  Gutenberg,  is  a  large  folio  of  six  hundred  and  forty- 

one  leaves,  divided  into  two,  or  three,  or  even  four  volumes.  It  is  printed 

in  double  columns,  of  forty-two  lines  each  in  the  full  pages,  with  the 

exception  of  the  first  ten,  which  consist  of  only  forty  or  forty-one  Knes 

(Fig.  346).  The  characters  are  Gothic;  the  leaves  are  all  numbered,  and 

have  neither  signatures  nor  catchwords.  Some  copies  of  it  are  on  vellum, 

others  on  paper.  The  number  of  copies  which  were  printed  of  this  Bible 

mav  be  estimated  at  one  hundred  and  fiftv — a  considerable  number  for  that 

period.  The  simultaneous  publication  of  so  man}-  Bibles,  exactly  alike,  did 
not  contribute  less  than  the  lawsuit  of  Gutenberg  and  Fust  to  make  known 

the  discovery  of  printing.  Besides  which.  Fust  and  his  new  partner, 

although  they  had  mutually  agreed  to  keep  the  secret  as  long  as  possible, 

were  the  first  to  reveal  it,  in  order  to  get  all  the  credit  of  the  invention  for 

1)  1) 
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themselves,  when  public  rumour  allowed  them  no  longer  to  conceal  it  within 

their  printing-office. 

It  was  then  they  printed  the  "Psalmorum  Codex/'  the  earliest  book 
bearing  their  names,  which  fixed,  in  a  manner,  for  the  first  time,  a  date 

for  the  new  art  they  had  so  much  improved.  The  colophon^  or  inscrij)tion  at 

the  end  of  the  "Psalmorum  Codex,"  announces  that  the  book  was  executed 

"  without  the  help  of  the  pen,  by  an  ingenious  process,  in  the  year  of  our 

Lord,  1457.'' This  magnificent  Psalter,  which  went  through  three  editions  in  the 

space  of  thirty- three  years,  without  any  considerable  alterations  being  made 

OELLIOT'DV-PRE, 
Fig-  352. — Mark  of  Simon  Vostre,  Printer  at  Paris/ 

in  1531,  living  in  the  Rue  Neuve  Nostre-Dame, 
at  the  Sign  of  St.  John  the  Evangelist. 

F'g'  353- — Mark  of  Galliot  du  Pre,  Bookseller  at Paris.     (1531.) 

in  it,  is  a  large  folio  of  one  hundred  and  seventy-five  leaves,  printed  in  red 
and  black  characters,  imitated  from  those  used  in  the  liturgical  manuscripts 

of  the  fifteenth  century.  There  exist,  however,  of  the  rarest  edition  of  this 

book  but  six  or  seven  copies  on  vellum  (Fig.  347). 

From  this  period  printing,  instead  of  concealing  itself,  endeavoured,  on 

the  contrary,  to  make  itself  generally  known.  But  it  does  not  as  yet  seem 

to  have  occurred  to  any  one  that  it  could  be  applied  to  the  reproduction 

of  other  books  than  Bibles,  psalters,  and  missals,  because  these  were  the 

only  books  that  commanded  a  quick  and  extensive  sale.  Fust  and  SchcefPer 

then    undertook   the   printing  of   a  voluminous   work,  which   served   as   a 
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liturg'ical  manual  to  the  wliolc  of  Christendom,  tlie  celebrated  *'  Rationale 

Divinormn  Officiorum"  ("Manual  of  I)ivine  Offices"),  by  William  Durand, 
Bisbop  of  Mende,  in  llic  thirteenth  century.  It  suffices  to  glance  over  this 

"  Hationale,"  and  to  compare  it  with  the  coarse  **  Sj^ecula "  ju-inted  in 
Holland,  to  be  convinced  that  in  the  yejir  1409  printing,'  had  reached  the 

highest  degree  of  perfection.  This  edition,  dated  from  Mayencc  {Mofjuntiw)^ 

was  no  longer  intended  for  a  small  number  of  buyers ;  it  was  addressed  to 

the  entire  Catholic  world,  and  copies  of  it  on  vellum  and  on  paper  were 

disseminated  so  rapidly  over  the  whole  of  Europe  as  to  cause  the  belief 

thenceforward  that  printing  was  invented  at  Mayence. 

Fig.  354. — Mark  of  Philippe  le  Noir,  Printer,  ]?ook- 
sellcr,  and  Bookbinder,  at  Paris,  1536,  living  in 

the  Rue  St.  Jacques,  at  the  sign  of  the  "  Rose 
Couronnee." 

^^S-  355- — Mark  of  Temporal,  Printer  at  Lyons,  1550 

— 1559,  with  two  devices  ;  one  in  Latin,  "  And 
in  the  meanwhile  time  flieth,  flieth  irreparablj- ;." 

the  other  in  Greek,  "  !Mark,  or  know,  lime." 
(Obser\-e  the  play  upon  the  words  tenipus,  Kaipo^, 
and  Temporal.) 

The  fourth  work  printed  by  Fust  and  Schoeffcr,  and  dated  1460,  is  the 

collection  of  the  Constitutions  of  Pope  Clement  Y.,  known  by  the  name  of 

"  Clementines  " — a  large  double-column  folio,  having  superb  initial  letters 
painted  in  gold  and  colours  in  the  small  number  of  copies  still  extant. 

But  Gutenberg,  though  dej)rived  of  his  typographic  apparatus,  had  not 

renounced  the  art  of  which  he  considered  himself,  and  with  reason,  the  prin- 

cipal inventor.  He  was,  above  all,  anxious  to  prove  himself  as  capable  as 

liis  former  partners  of  producing  books  "  without  the  help  of  the  pen."  lie 
formed  a  new  association,  and  fitted  up  a  printing-office  which,  we  know  by 

tradition,  was   actively  at  work  till  14G0,  the  year  wherein  appeared  the 
D  d2 
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"  Catliolicou ''  (a  kind  of  enc^xlopaedia  of  the  thirteenth  century),  by  John 
Balbi,  of  Genoa,  the  only  important  work  the  printing  of  which  can  be 

attributed  to  Gutenburg  (Fig.  348),  or  can  bear  comparison  with  the  editions 

of  Fust  and  SchoefFer.  Gutenburg,  who  had  imitated  the  Dutch  "  Donati  " 

and  ''  Sj^ecula,"  perhaps  felt  a  repugnance  at  appropriating  to  himself  the 
credit  of  an  invention  he  had  only  improved ;  accordingly,  in  the  long  and 

explicit  anonymous  inscription  placed  at  the  end  of  the  volume,  he  attributed 

to  God  alone  the  glory  of  this  divine  invention,  declaring  that  the  "  Catholi- 

con  ''  had  been  printed  without  the  assistance  of  reed,  stylus,  or  pen,  but  by 
a  marvellous  combination  of  points,  matrices,  and  letters. 

This  undertaking  brought  to  a  happy  termination,  Gutenberg,  no  doubt 

weary  of  the  annoyances  incident  to  business,  transferred  his  printing- 

office  to  his  workmen,  Henry  and  Xicholas  Bechtermuncze,  Weigand  Spyes, 

and  Flric  Zell.  Then,  having  retired  near  to  Adolphus  II.,  elector  and 

archbishop  of  Mayence,  where  he  occupied  the  post  of  gentleman  of  the 

ecclesiastical  court  of  that  prince,  he  contented  himself  with  the  modest 

stipend  attached  to  that  office,  and  died  at  a  date  not  authentically  deter- 

mined, but  which  cannot  be  later  than  Februarj^  24th,  1468.  His  friend, 

Adam  Gelth,  erected  in  the  Church  of  the  RecoUets  at  Mayence  a  monu- 

ment to  his  memory,  with  an  opitaph  styling  him  formally  "  the  inventor  of 

the  typographic  art." 
Fust  and  Schoeffer  did  not  the  less  continue  to  print  books  with  inde- 

fatigable ardour.  In  1462  they  completed  a  new  edition  of  the  Bible,  much 

more  perfect  than  that  of  1456,  and  of  which  copies  were  probably  sold, 

as  were  those  of  the  first  edition,  as  manuscripts,  especially  in  countries 

where,  as  in  France,  printing  did  not  already  exist.  It  seems  that  the 

appearance  in  Paris  of  this  Bible  (called  the  Mayence  Bible),  greatly 

excited  the  community  of  scribes  and  booksellers,  who  saw  in  the  new 

method  of  producing  books,  witJiout  the  aid  of  the  pen,  ''  the  destruction  of 

their  trade."  They  charged,  it  is  said,  the  sellers  of  these  books  with  magic ; 
but  it  is  more  probable  the  latter  were  proceeded  against,  and  condemned  to 

tine  and  imprisonment,  for  having  omitted  to  procure  authority  for  the 

sale  of  their  Bible  from  the  University,  such  permission  being  then  indis- 

pensable for  the  sale  of  every  kind  of  book. 

In  the  meantime  the  town  of  Mayence  had  been  taken  by  assault  and 

given  up  to  pillage  (October  27,  1462).  This  event,  in  consequence  of  which 

the  printing-office  of  Fust  and  Schoeffer  remained  shut  up  for  two  years, 
resulted  in  the  dissemination  over  the  whole  of  EurojDC  of  printers  and  the 

art  of  printing.  Cologne,  Hamburg,  and  Strasburg  apjDcar  to  have  been  the 

first  towns  in  which  the  emigrants  established  themselves. 

When  these  printers  left  Mayence,  and  carried  their  art  elsewhere,  it  had 
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never  produced  any  hook  of  classic  literature  ;  but  it  had  proved  by  important 

publications,  such  as  the  IJible  and  the  **  C'atholicon,"  tluit  it  could  create 
entire  libraries,  and  tlius  propagate,  nd  iiijiiiilun},  the  masterpieces  of  human 

genius.  It  was  reserved  for  the  i)rinting-ofHce  of  Fust  and  Scha'ffer  to  set 
the  example  in  that  direction,  and  to  print  the  first  classical  work.  In  1465, 

Cicero's  treatise  ̂ ' l)e  OfTIciis,"  issued  from  the  press  of  these  two  faithful 
associates,  and  niarkcMl,  as  we  nuiy  say,  the  commencement  of  the  jjrinting  of 

books  for  libraries,  and  with  so  great  success  that  in  the  following  year  a 

new  quarto  edition  of  the  treatise  was  published. 

After  the  capture  of  IMayence,  two  workmen,  who  had  been  dismissed 

from  the  establishment  of  Fust  and  Schoeffer,  Conrad  Sweynheim  and  Arnold 

Pannartz,  carried  beyond  the  Alps  the  secret  which  had  been  confided  to 

them  under  the  guarantee  of  an  oath.  They  remained  for  a  time  in  the 

Convent  of  Subiaco,  near  Rome,  in  which  were  some  German  monks,  and 

there  they  organised  a  printing  apparatus,  and  printed  many  fine  editions  of 

t^'g'  356.— Mark  of  Robert  Estienne, 
Printer  at  Paris,  1536. 

Fig-  357- — Mark  of  Plantin,  Printer at  Antwerp,  1557. 

Lactantius,  Cicero,  St.  Augustine,  &c.  They  were  soon  invited  to  Rome,  and 

met  with  an  asylum  in  the  house  of  the  illustrious  family  of  :N[assimi ;  but 

they  found  an  opponent  in  the  city  in  one  of  their  own  workmen  from  the 

convent,  who  had  come  to  Rome  and  engaged  himself  as  printer  to  the 

cardinal  John  of  Torquemada.  Henceforward  sprang  up  between  the  two 

printing  establishments  a  rivalry  which  showed  itself  in  unparalleled  zeal 

and  activity  on  both  sides.  .In  ten  years  the  greater  number  of  the  writings 

of  the  ancient  Latin  authors,  which  had  been  preserved  in  manuscripts  more 

or  less  rare,  passed  through  the  press.  In  1476  there  were  in  Rome  more 

than  twenty  printers,  who  employed  about  a  hundred  presses,  and  whose  great 

object  was  to  surpass  each  other  in  the  rapidity  with  which  they  produced 

their  publications;  so  that  the  day  soon  arrived  when  the  most  precious 

manuscripts  retained  any  value  only  because  they  contained  what  had  not 

been  already  made  public   by  printing.      Those  of  which  printed   editions 
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already  existed  were  so  universally  disre- 
garded, that  we  must  refer  to  this  period  the 

destruction  of  a  large  number.  They  were 

used,  when  written  on  parchment,  for  binding 

the  new  books  ;  and  to  this  circumstance  may 
be  attributed  the  loss  of  certain  celebrated 

works,  which  printing  in  nowise  tended  to 

preserve  from  the  knife  of  the  binder. 

While  printing  was  displaying  such  pro- 
digious activity  in  Rome,  it  was  not  less 

active  in  Yenice,  whither  it  seems  to  have 

been  imported  by  Nicholas  Jenson,  whom  the 
Venetians  looked  on  as  the  inventor  of  an 

art  with  which  he  had  clandestinely  become 

acquainted  at  Mayence.  From  the  year  1469, 
however,  Jenson  had  no  longer  the  monopoly 

of  printing  in  Yenice,  where  John  de  Spire 

had  arrived,  bringing  also  from  Mayence  all 

the  improvements  Gutenburg  and  Schoeffer 

had  devised.  This  art  having  ceased  to  be 

a  secret  in  the  city  of  the  Doges,  great  com- 
petition arose  among  printers,  who  flocked 

to  Yenice,  where  they  found  a  market  for 

their  volumes  which  a  thousand  ships  carried 

to  all  parts  of  the  world.  At  this  period 

important  and  admirable  publications  issued 

from  the  numerous  rival  printing  establish- 
ments in  Yenice.    Christopher  Waltdorf  er,  of 

^ vT^ 

F'&'  358. — Border  from  the  "  Livre  d'Heures"  of  Anthony  Verard  (1488),  representing  the  Assumption  of  the 
Virgin  in  the  presence  of  the  Apostles  and  Holy  Women,  and  at  the  bottom  of  the  page  two  Mystical  Figures. 
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Ivatisboii,  published  in  1171  the  lir.st  edition 

of  the  **  Deciiinerou  ̂ '  of  Boccucio,  of  wliieh  a 

copy  was  sold  for  £2,080  at  the  lloxburgh 

side  ;  John  of  Cologne  2)ublis]icd,  in  the  same 

year,  the  first  dated  edition  of  "  Terence ; '' 
Adam  of  Aniberg  reprinted,  from  the  Roman 

editions,  "Lactantius"  and  ''Virgil,"  &c. 
Finally,  Venice  already  possessed  more  than 

two  hundred  printers,  when  in  1494  the  great 

Aldo  Manuzio  made  his  appearance,  the  pre- 

cursor of  the  Estiennes,  who  were  the  glory 

of  French  printing.  From  every  part  of 

Europe  printing  spreads  itself  and  flourished 

(Fig.  350  to  358).  In  1474  it  reached 

London,  where  in  that  year  Caxton  published 

the  "  Game  of  the  Chess/'  the  first  English 
printed  book. 

Most  of  the  early  editions  resembled 

each  other,  for  they  were  generally  printed 

in  Gothic  characters,  or  lettrcs  de  sommcs — 

letters  which,  bristled  with  points  and 

angular  aj^pendages.  These  characters, 

when  printing  was  only  just  invented,  had 

preserved  in  Holland  and  in  Germany  their 

original  form  ;  and  the  celebrated  printer  of 

Bruges,  Colard  Mansion,  only  improved  on 

them    in   his   valuable   pubKcations,    which 

G£ ^^^ 

TORV. 
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F»ff«  359-— Border  taken  from  the  "  Livre  d'Heures"  of  Geoflfroi  Tory  (1525). 
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were  almost  contemporaneous  with  Guten- 

berg's "  Catholicon  ;  "  but  they  had  already 

undergone  in  France  a  semi-metamorphosis 

in  getting  rid  of  their  angularities  and  their 

most  extravagant  features.  These  httrc^  de 

somnie  were  then  adopted  under  the  name 

of  hdtarde  (bastard)  or  ronle  (round),  in  the 

first  books  printed  in  France,  and  when 
Xicholas  Jenson  established  himself  in 

Venice  he  used  the  Romnn,  which  were 

only  an  elegant  variety  of  the  lettres  de 

^onunc  of  France  (Gothic  characters).  Aldo 

Manuzio,  with  the  sole  object  of  insuring 

that  Venice  should  not  owe  its  national  type 

to  a  Frenchmm,  adopted  the  Italic  character, 

renewed  from  the  writing  called  cursive  or 

de  chancellerie  (of  the  chancellor's  offioe), 
which  was  never  generally  used  in  printing, 

notwithstanding  the  fine  editions  of  Aldo. 
Hereafter  the  Ciceronian  character  was  to 

come  into  use,  so  called  b3cause  it  had  been 

employed  at  Rome  in  the  first  edition  of 

the  "  Epistolge  Familiares"  (Familiar 
Letters)  of  Cicero,  in  1467.  The  character 

called  "  St.   Augustinian,"   which  a^Dpeared 

a 

% 

ti. 
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Fig.  ;,bo.— ■' Livre  d'Heures,"  by  Guillaume  Roville  (155  0,  a  composition  in  the  style  of  the  school  of  Lyons, 
with  Caryatides  representing  female  Saints  semi-veiled. 
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later,  likewise  owes  its  name  to  tli(^  lar^n> 

(Mlitioii  of  the  works  of  St.  Augustine, 

[)ul)lisli(Hl  ;it  Basl(^  in  1500.  ^roreover, 

(liiriii<>-  tills  iirst  ])erIo(l,  in  which  each 

printc^r  enf^raNHul,  or  caused  to  be  engraved 

under  his  own  dir(^ctions,  the  characters  he 

made  use  of,  \\\vvq  was  an  infinite  number 

of  dilf(>rent  types.  The  rrf/isfrr,  a  table  indi- 

cative of  the  quires  which  composed  the 

book,  was  necessary  to  point  out  in  what 

order  these  were  to  be  arranged  and  bound 

together.  After  the  register  came  f/ir  catcJi- 

ivord-^,  which,  at  the  end  of  eaob  quire  or  of 

each  leaf,  were  destined  to  serve  an  analo- 

gous purpose  ;  and  the  signatures^  indicating 

the  place  of  quires  or  of  leaves  by  letters  or 

figures ;  but  signatures  and  catcliw^ords 
existed  already  in  the  manuscripts,  and 

typographers  had  only  to  reproduce  them 
in  their  editions.  There  was  at  first  a 

perfect  identity  between  the  manuscripts 

and  the  books  printed  from  them.  The 

typographic  art  seems  to  have  considered  it 

imperative  to  respect  the  abbreviations  with 

V 

^ 

Fig.  361. — Border  employed  by  John  of  Tournes,  in  1557,  ornamented  with  Antique  Masks  and  Allegorieal 
Personages  bearing  Baskets  containing  Laurel  Branches. 
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whicli  the  manuscripts  were  so  encumbered  as  often  to  become  unintelligible  ; 

but,  as  it  was  not  easy  to  transfer  tbem  precisely  from  the  manuscripts,  they 

were  soon  expressed  in  such  a  way,  and  in  so  complicated  a  manner,  that  in 

1483  a  special  explanatory  treatise  had  to  be  published  to  render  them  in- 
telligible. The  punctuation  was  generally  yery  capricious :  here,  it  was 

nearly  nil ;  there,  it  admitted  only  of  the  full  stop  in  various  positions ; 
the  rests  were  often  indicated  by  oblique  strokes ;  sometimes  the  full  stop 

was  round,  sometimes  square,  and  we  find  also  the  star  or  asterisk  employed 

as  a  sign  of  punctuation.  The  new  paragraphs,  or  breaks,  are  placed  in- 
differently in  the  same  line  with  the  rest  of  the  text,  projecting  beyond  it 

or  not  reaching  to  it. 

The  book,  on  leaving  the  press,  went,  like  its  predecessor  the  manuscript, 

first  into  the  hands  of  the  corrector y  who  revised  the  text,  rectifying  wrong 

letters,  and  restoring  those  the  press  had  left  in  blank ;  then  into  the  hands 

of  the  nihricator,  who  printed  in  red,  blue,  or  other  colours,  the  initial  letters, 

the  capitals,  and  the  new  paragraphs.  The  leaves,  before  the  adoption  of 

signatures,  were  numbered  by  hand. 

At  first,  nearly  all  books  were  printed  in  folio  and  quarto  sizes,  the  result 

of  folding  the  sheet  of  paper  in  two  or  in  four  respectively  ;  but  the  length 

and  breadth  of  these  sizes  varied  according  to  the  requirements  of  typo- 
graphy and  the  dimensions  of  the  press.  At  the  end  of  the  fifteenth  century, 

however,  the  advantages  of  the  octavo,  the  12mo,  and  the  16mo,  were  already 

appreciated. 
The  paper  and  ink  employed  by  the  earliest  printer  seem  to  have  required 

no  improvement  as  the  art  of  printing  progressed.  The  ink  was  black, 

bright,  indelible,  unalterable,  penetrating  deeply  into  the  paper,  and  composed 

of  oil-paint.  The  paper,  which  was  certainly  rather  grey  or  yellow,  and 
often  coarse  and  rough,  had  the  advantage  of  being  strong,  durable,  and 

was  almost  fit,  in  virtue  of  these  qualities,  to  replace  parchment  and  vellum, 

both  of  which  materials  were  scarce  and  expensive.  Publishers  contented 

themselves  with  strildng  off  on  the  finest  vellum  a  small  number  of  copies 

of  each  edition,  never  exceeding  three  hundred.  These  sumptuous  copies, 

rubricated,  illuminated,  bound  with  care,  resembling  in  every  respect  the 

finest  manuscripts,  were  generally  presented  to  kings,  princes,  and  great 

personages,  whose  patronage  or  assistance  the  printer  sought.  Nor  was  any 

expense  spared  to  add  to  typography  all  the  ornaments  which  wood- engraving 
could  confer  upon  it ;  and  from  the  year  1475,  numerous  illustrated  editions, 

of  which  an  example  was  found  in  the  early  ̂ 'Specula,''  especially  those 
printed  in  Germany,  were  enriched  with  figures,  portraits,  heraldic  escut- 

cheons, and  a  multitude  of  ornamented  margins  (Figs.  358  to  361).     For 
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more  than  a  century  the  painters  and  engravers  worked  hand  in  hand  with 

the  printers  and  booksellers. 

The  taste  for  books  spread  over  tlie  whole  of  Europe ;  the  number  of 

buyers  and  of  amateurs  increased  every  day.  In  the  libraries  of  princes, 

scholars,  or  monks,  printed  books  were  collected  as  formerly  were  manuscripts. 

Henceforth  printing  found  everywhere  the  same  protection,  the  same 

encouragement,  the  same  rivaliy. 

Fig.  J62.— Mark  of  the  Elzevirs,  Printers  at  Leyden,  1620- 
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Music  in  the  Time  of  the  Emperors.— Christian  Music  in  the  Fourth  Century.— St.  Ambrose's 
Plain  Chant.— The  Music  of  Northern  Peoples. — The  Gregorian  Musical  Reform.— Religious 
and  National  Music  under  the  Kings  of  the  Franks. — Divisions  {Neiimcc]  and  old  Notations. — 

The  Scale  invented  by  Guy  d'Arezzo. — Diaphony  and  Descant. — Minstrels  and  Trouveres. 
—The  Confraternity  of  Minsfrels  at  Paris. — Dramatic  Music. — Hrosvitha  and  Adam  de  la 

Hale. — Musicians  in  the  Fourteenth  and  Fifteenth  Centuries. — Rene  d'Anjou  and  other 
princely  Musicians.— Printers  of  Music. — Music  at  the  Court  of  the  Valois. — Protestant 
Music. — Ballet  Music. 
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ETTERS  of  naturalisation  were  soon  obtained 

for  Greek  music  in  ancient  Rome,  whicli 

had  no  national  music,  and  which  readily 

adapted  this  foreign  music,  in  the  time  of 

the  emperors,  to  all  the  usages  of  public 

and  private  as  of  civil  and  religious  life. 

Art  remained  Grecian,  and  most  of  the 

singers  and  composers  came  from  Greece 

to  take  service  under  the  wealthy  patri- 

cians. The  various  forms  of  Latin  prosody 

were  but  thinly  disguised  beneath  a  veil  of 

Ionic,  Doric,  and  Lydian  melodies,  even 

when  the  Christians  waged  a  relentless  war  upon  profane  music,  not  only  as 

an  accompaniment  of  the  rites  of  the  pagan  religion,  but  as  played  in  the 

circus  and  other  popular  resorts  to  excite  the  brutal  passions  of  the  multi- 

tude, or  at  the  nocturnal  orgies  of  the  aristocracy.  The  decadence  and  the 

disappearance  of  Greek  music  in  Italy  and  the  West  date  from  the  reign  of 

Theodosius ;  and  when  the  games  of  the  capitol  were  put  down,  about  the 
year  384,  the  Greek  musicians  either  returned  to  the  East  or  abandoned  their 

art.  Church  music,  which  alone  survived,  and  which  is,  in  fact,  a  sort  of 
chant  derived  from  the  solemn  and  monotonous  declamation  of  the  sacred 

hymns  of  paganism,  became  the  invariable  accessory  of  the  public  celebration 

of  the  Christian  religion ;  but  there  can  be  no  doubt  that  it  was  practised  in 

a  very  rude  form ;  that  clergy  and  congregations  alike  were  ignorant  of  the 

first  elements  of  the  art.     Pope  Sylvester  1.  (a.d.  330)  was  so  struck  by  the 
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insufficiency  of  the  new  musical  system  adopted  by  the  primitive  Church  that 

he  founded  sin<^ing-schools  at  Rome,  iind  iu  several  towns  where  the  Catholic 

reliti-ion  had  implanted  itself.  The  clerks  were  thus  tau<^ht  to  sing  before 

being  ordained  priests.  These  schools  increased  in  number,  and  soon  Ix'came 
a  part  of  every  cathedral.  St.  Ambrose,  Bishop  of  Milan,  who  hud  just 

built  his  cathedral,  and  was  anxious  to  associate  it  with  all  the  jxjmp  of 

which  Christianity  could  boast,  himself  arranged  the  pitch  of  ecclesiastical 

singing  and  the  mode  of  execution  for  hymns,  psalms,  and  anthems.  lie 

simplified  musical  teaching  in  the  choristers'  schools  by  suppressing  the 
three  systems  of  grave,  medium,  and  acute,  and  by  substituting  for  all  the 

scales  gamuts  of  the  four  principal  tones  which  represented  the  ancient 

scales  of  Greek  music — Dorian,  Phrygian,  Eolian,  and  Mixolydian. 

At  this  distant  period  church  singing  was  only  known — and  that  in  a 

very  primitive  form — in  a  few  dioceses.  Pope  Damasus  (a.d.  371)  was  the 

first  to  introduce  into  the  Church  of  Rome  the  custom  of  chanting  the 

Psalms,  which  had  before  been  recited  aloud  by  the  congregation.  There  is 

reason  to  believe  that  these  first  attempts  at  plain  chant  were  improved  upon 

and  multiplied,  though  slowly  and  not  without  difficulty,  for  the  barbarian 

1""  espece  de  quinle.  2'' idoin.  3' idem.  4*  idem. 

-^   1   tlz:l:=z=   U  -^=1   H-         -. 

o  o 
invasions  succeeded  each  other  at  rapid  intervals  in  AVestem  Europe,  and 

interfered  with  the  solemn  celebrations  of  the  Catholic  religion.  Chanting, 

however,  never  ceased  being  the  principal  feature  in  these  celebrations ;  and 

Gregory  of  Tours  relates  that  the  baptism  of  Clovis,  at  Rheims,  was  accom- 

panied by  music,  which  produced  such  an  impression  upon  the  royal  convert 

that  when  he  afterwards  signed  a  treaty  of  peace  with  Theodoric,  King  of 

the  Ostrogoths,  he  insisted  upon  that  prince  sending  him  from  Italy  a  good 

band  of  music  and  an  accomplished  lute-player. 

The  Franks,  no  doubt,  like  other  invading  and  conquering  peoples,  espe- 

cially those  who  came  from  the  north,  such  as  Celts,  Welsh,  Danes,  &c.,  had 

a  common  sort  of  national  music,  differing  altogether  from  Church  music. 

This  common  music,  dating  from  the  most  remote  antiquity,  was  merely 

rhythmical  music,  which  served  for  the  popular  songs,  regulated  by  a  sort  of 

savage  harmony,  to  the  accompaniment  of  stringed  instruments,  such  as  the 

harp  or  crawth  (crotta),  which  the  Celtic  bards  played  with  marvellous  skill 

(see  Figs.  364  and  365).  This  music  generally  accompanied  national  songs 

tino-ed  with  melancholv.  The  time  was  always  slow  and  uniform,  and  their 

musical  scale  seems  to  have  been  made  for  the  minor  mode ;  the  quick  time 
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and  major  mode  were  reserved  for  war,  table,  and  dancing  songs.  This  music, 

imported  by  the  Xortliern  tribes  into  the  lands  which  they  conquered  and 

settled  in,  remained  j^opular  for  a  long  time  without  making  any  progress 

from  an  artistic  point  of  view,  and  without  becoming  subject  to  fixed  and 

intelligible  rules.  Eeligious  music,  on  the  contrar}^,  was  in  the  way  of  once 
more  becoming  a  fixed  science,  like  Greek  music,  when  Pope  Gregory  I. 

inaugurated  his  musical  reform  by  collecting  the  fragments  of  the  melodies 

Fig.  363. — Pneumatic  Organ,  Fourth  Centur)'.    After  a  sculpture  of  the  Gallo-Roman  epoch,  preser\'ed  in  the 
Aries  ISIuseum. 

of  the  primitive  Church  in  order  to  form  a  book  of  anthems,  and  by  modi- 
fying the  four  tonal  scales  of  St.  Ambrose.  These  four  scales  he  divided  into 

eight,  so  that  the  general  scale  of  the  sounds  contained  in  the  eight  notes 

extended  from  the  la  grave  to  the  sol  of  the  second  octave.  He  made  use  of 

the  old  Latin  notation  to  represent  the  tones,  and  he  employed  the  first  seven 

letters  of  the  Eoman  alphabet,  in  capitals  and  small  print,  as  the  signs  of  the 
two  octaves.      This  notation  was  as  follows  : — 

La,     Se,     Ut,     Ee,    Mi,     Fa,     Sol,     La,     Se,     TJt,     Ee,     Mi,     Fa,     Sol. 
A,      B,      C,      D,      E,      F,      G,      A,      B,      C,      D,      E,      F,      G. 

a     b     c 

ABCDEFGab  edefgabc 

^^^EE=^^^E^E^^EJ^^^EEEE^^=E=E=^^E^ 

Ecclesiastical  music,  executed  in  the  churches  by  the  clergy  with  the 

congregation    joining   in   at   intervals,    was    always  accompanied   by  wind, 
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and  stringed  instruments ;  that  is  to  say,  by  trumpets,  orf>ans,  and  harps ; 

but  the  main  harmony  of  the  Church  music  resulted  from  the  time  and  rhythm 

of  the  rhymed  verses  which  were  used  as  hymns.  Thus  Cliilperic;  T.,  who 

prided  himself  upon  being  a  poet  and  musician,  added  four  letters  to  tlie 

ali)habet  in  order  to  facilitate  the  rhyme  and  soften  the  singing,  lie  cared 

more  for  music  and  poetry  than  for  State  affairs,  and  all  the  ̂ Merovingian 

princes  were,  like  him,  passionately  fond  of  vocal  and  instrumental  music. 

At  the  baptism  of  Clotaire  II.,  son  of  Chilperic,  his  uncle  Gontran,  King  of 

Burgundy  and  Orleans,  convoked  in  the  latter  city  a  number  of  bishops,  who 

arrived  witli  an  escort  of  choristers  and  musicians,  in  order  to  add  to  the 

splendour  of  the  ceremony.  There  was  still  a  lack  of  theoretical  knowledge 

about  Church  music,  the  only  form  of  music  which  enjoyed  any  popularity  ; 

Fig.   364. — Eleven-stringed  Harp,  Tenth  Century. 
Saxon  Psalter.     (MS.  in  British  Museum.) 

Fig.  365. — Thirtecn-stringed  Harp,  Tenth  Centur)-, 
(MS.  at  Cambridge  University.) 

but  it  had  already  produced  many  remarkable  songs,  which  the  most  illus- 

trious princes  and  prelates  were  proud  to  have  composed. 

Dagobcrt  I.,  who  founded  monasteries  and  built  churches,  was  a  warm 

patron  of  sacred  music,  and  he  was  particularly  fond  of  chanting.  ̂ YTiile  at 

vespers  one  afternoon  in  the  Abbey  of  Runiilly,  he  was  struck  by  the  beautiful 

voice  of  a  nun,  and,  after  ascertaining  who  she  was,  he  fell  so  much  in  love 

with  her  that  he  put  away  his  queen,  Gomatrude,  and  married  her.  The  kings 

of  the  Carlovingian  dynasty  were  also  very  generous  protectors  of  Church 

music,  and  it  is  almost  certain  that  Pepin  was  the  first  French  king  who  had 

a  full  choir  attached  to  his  chapel  and  placed  under  the  authority  of  a  master, 

or  minisiery  who  was  afterwards  called  menestreux  in  the  language  of  the 

eleventh  century.  The  St.  Ambrose  scale,  altered  no  doubt  by  barbarian 

superfluities,  had  held  its  own  in  the  Church  of  the  Gauls  ;  and  Charlemagne, 
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who  sot  up  to  be  his  own  chapel-master,  at  first  declared  in  favour  of  the  old 
Ambrosian  chant,  as  it  had  been  transformed  by  the  usage  of  four  centuries, 

ao-ainst  the   Pope's  own  chapel-master.      He   soon  abandoned  it,  however, 
after  he  had  heard  mass  chanted  in  the  Gregorian  mode ;  and  when  he  left 

Rome  he  took  with  him  a  certain  number  of  Italian  choristers,  whom  he 

specially  attached  to  Tours  Cathedral,  where  they  formed  a  school  of  plain 

chant,  in  which  the  method  of  St.  Gregory  was  taught.     It  was  thus,  as  the 

Chronicle  of  the  Monks  of  Angouleme   (Duchesne's  "  History  of  France," 
vol.  ii.  p.  73)  says,  that  the  Homans  taught  the  French  choristers  the  art  of 

organizing  (in  arte  organandi) — that  is  to  say,  of  commingling  sympathetically 
the  sounds  of  voices  and  instruments ;  for  what  was  termed  organum  was 

nothing  more  than  a  song  composed  of  symphonies,  and  intended  to  imitate 

the  different  stops  of  an  organ.     Music  was  also  taught  in  the  school  of 

Charlemagne's  palace,  but  it  was  taught  in  a  scholastic  manner,  as  one  of  the 
branches  of  arithmetic,  and  it  was  only  in  the   school  attached  to   Tours 

Cathedral  that  it  was  taught  practically.     It  may  be  said  that  barred  music 

existed  at  that  time,  for  the  monk  Scotus  Erigena,  who  was  one  of  the  masters 

at  the  Palatine  School  in  the  reign  of  Charles  the  Bald,  says,  in  his  treatise 

upon  the  Divine  Nature,  ̂ 'An  organic  chant  is  composed  of  qualities  and 
quantities  which  seem  incoherent  and  impossible  of  association  when  they 

are  considered  separately,   but  which   can  nevertheless  be  adapted  to    one 

another,  and  put  together  according  to  the  rules  of  musical  art,   so  as  to 

produce  a  certain  natural  charm  upon  the  ear."    This  passage,  which  different 
savants  have  interpreted  in  different  ways,  seems  to  us  to  apply  more  espe- 

cially to  the  vulgar  music,  of  which  the  time  and  rhythm  were  the  principal 

elements.      This  vulgar  or  profane  music,  which  was  the  true  national  music 

of  barbarian  people,  was  more  the  antagonist  than  the  rival  of  Church  music, 

w^hich  eventually  won  the  day  by  the  aid  of  the  secular  authority,  which 
forbade  the  ancient  songs  devoted  to  love,  dancing,  and  festivity.     Even  the 

warlike  songs,  commemorating  military  achievements  and  historical  events, 

were  with  difiiculty  saved.     Charlemagne  formed  a  collection  of  the  songs, 

which,  unfortunately,  is  not  extant ;  and  all  that  have  been  discovered  are 

somewhat  posterior  to  his  reign,  but  similar  no  doubt  to  those  which  he  sought 

to  hand  down  to  us.     The  only  historical  song  of  an  earlier  period  which  has 

been  preserved  is  one  which  was  composed  in  rhymed  prose  and  cadence  to 

celebrate   the   victory  won    by   the   Saxons  (622).      Hildegaire,   Bishop  of 

Meaux,  in  his  '^  Life  of  St.  Faro,"  says,  '^  A  popular  song  was  composed  after 
the  victory,  and  this  song,  on  account  of  its  simplicity,  went  from  mouth  to 

mouth  ;   the  women  sang   it  while   dancing,  and  keeping  time   with    their 

hands." Historical  songs  were  composed  sometimes  in  Latin,   sometimes  in   the 
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vulgar  tongue,  and  sometimes  in  a  mixture  of  both.  Thus  we  have  the  song 

in  the  Teutonic  tongue,  which  was  composed  in  honour  of  Louis  the  German 

after  his  victory  over  the  Normans  in  881  ;  but  the  music  of  tliis  song,  which 

must  first  have  been  written  in  Latin,  as  it  was  sung  not  only  on  the  banks 

of  the  Rhine,  but  in  the  French  pro\'inces  menaced  by  the  Gennan  invasion, 
has  not  been  preserved  to  us.  It  is  supposed,  with  much  show  of  reason, 

that  the  nmsic  of  the  national  songs  was  often  adapted  to  fresh  words,  either 

moral  or  religious,  so  that  the  people,  who  knew  it  by  heart,  might  be  able 

to  go  on  singing  it  without  disobeying  the  civil  and  ecclesiastical  laws.  This 

common  music,  the  tonality  of  which  was  wholly  different  from  that  of  sacred 

V  iPShtBEllxqivz[-^y- 
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Fig.  366.— First  stanza  of  the  popular  Song  on  the  Battle  of  Fontanet,  in  Burgundy.     (MS.  in  National  Librarj", Paris,  No.  1154.) 

music,  was  much  more  powerful  and  extensive  in  its  mode  of  execution. 

Hucbald,  a  monk  of  St.  Amand,  in  Flanders,  at  the  end  of  the  ninth 

century,  speaks  as  follows  of  the  common  music  of  that  day  :  "  The  players 
of  the  lute,  the  flute,  and  other  instruments,  as  well  as  the  profane  men- 

singers  and  women-singers,  do  all  they  can  to  sing  and  play  well,  in  order  to 

charm  the  ears  of  their  audiences."  There  can  be  no  doubt  that  the  ancient 

h}Tnns  of  the  Church  were  songs  composed  by  the  Christian  poets  to  compete 

with  the  secular  songs,  and  that  they  adopted  as  much  as  possible  popular 

melodies  to  these  hymns,  which  were  originally  intended  to  be  sung  at  pious 

gatherings  apart  from  the  ceremonies  of  the  Church.  Among  the  historical 

songs  which  have  been  discovered,  with  their  original  music,  in  the  manu- 
E    E 
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scripts  of  tliG  nintli  century,  may  be  mentioned  one  relating  the  battle  of 

Fontanet,  or  Fontenailles,  in  841,  composed  by  a  Frank  named  Angelbert 

(see  Fig.  366)  ;  the  song  upon  the  death  of  Eric  of  Frioul  in  799,  attri- 
buted to  Paulinus,  Patriarch  of  Aquileia,  who  died  at  the  end  of  the  ninth 

century ;  the  lament  on  the  death  of  Charlemagne,  which  may  be  attributed 

to  a  contemporary  monk  named  Columban  (see  Fig.  367) ;  and  some  other 

songs   and   ballads  of   the   same   epoch.     In   these   melodies,  according  to 

2      UtlilX  LlAS:<rL^ 
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Fig.  367.— Lament  composed  shortly  after  the  Death  of  Charlemagne,  probably  about  814  or  815,  and  attributed  to 
Columban,  Abbot  of  St.  Tron.     (MS.  in  National  Library,  Paris,  No.  1154.) 

Coussemaker,  the  tonality  is  very  similar  to  that  of  modern  music,  "  which," 

he  says,  ''has  only  one  tone,  properly  speaking,  for  the  major  tone  differs 
only  from  the  minor  by  the  tierce,  which  is  major  in  the  one,  minor  in  the 

other.  It  further  happens  that,  by  a  sort  of  law  of  attraction  inherent  in  the 

disposition  of  the  sounds  of  this  scale,  the  ear  demands  a  pause  in  the  tune  at 

certain  notes.''  Such  was  the  character  of  common  music  in  the  ninth  and 
tenth  centuries.  We  also  possess  some  airs  of  common  music  belonging  to 

this,  if  not  perhaps  to  an  even  earlier  epoch,  composed  for  the  Odes  of  Horace, 
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wliicli  wore  still  sun<?  in  \\\o  tenth  century,  an  they  had  been  in  the  time  of 

the  Roman  emperors,  and  in  these  airs  the  melody  nearly  always  brings  out 

the  long  and  short  notes  of  Latin  poetry. 

Musical  notation,  invented  by  St.  Gregory,  for  Church  singing  did  ncjt 

consist  solely  of  the  seven  letters  of  the  alphabet  in  two  characters,  for  to 

St.  Gregory  is  also  ascribed  the  imcntion  of  the  Neumro  (divisions),  which 

were  employed  throughout  Europe  up  to  tlu^  end  of  the  twelfth  century, 

notwithstanding  the  simultaneous  use  of  the  seven  capitals  for  musical 

notation,  and  which  have  continued  to  be  a  sort  of  musical  hieroglyphics,  in 

despite  of  several  ingenious  attempts  at  interpretation  made  by  distinguished 

sdvants — last  of  all  by  Fetis,  who  has  summed  up  and  perfected  the  labours 

^     -■    -4    "  "  ->  .. 
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crcdi  m  inclodia> 
Fig.  368. — Beginning  of  the  H}Tnn  sung  at  the  Festival  of  the  Holy  Cross.     (MS.  of  the  Twelfth  Centun  .) 

of  his  predecessors  in  his  two  treatises,  the  "  Biography  of  Musicians  "  and  the 

''General  History  of  Music."  If  the  Xeumac  were  not  employed  before 
the  middle  of  the  seventh  century,  they  would,  therefore,  be  subsequent  to 

the  death  of  St.  Gregory,  which  took  place  in  G04.  The  musical  signs 

have  unquestionably  been  imitated  from  the  graphic  signs  which  formed 

a  sort  of  abbreviated  writing  among  the  Romans,  known  by  the  name  of 

Noia  Romano,  or  Tironian  notes,  because  to  a  certain  Tiro,  freedman  and 

secretary  of  Cicero,  was  attributed  the  improvement  effected  in  this  mysterious 

writing.  The  principal  difficulty  in  the  way  of  a  regular  and  complete 

explanation  of  the  Xcuma?  is  their  infinite  variety,  for  in  the  space  of  five 

centuries  they  have  been  subjected    to   the   most   startling  metamorphoses, 
i:  E  2 
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according  to  the  period,  the  country,  and  the  system  of  the  musicians. 

Coussemaker  is  of  opinion  that  the  signs  formed  like  commas,  dots,  and 

horizontal  or  straight  lines  represented  the  sounds,  and  the  signs  formed  like 

hooks,  or  twisted  and  continued  lines,  the  groups  of  sounds  composed  of 

various  intervals.  There  is  a  difference  of  opinion  even  as  to  the  etymology 

of  the  word.  Many  savants  say  that  it  is  derived  from  the  Greek  word 

iTvevfia,  breath  or  sound,  though  it  is  probable  that  the  Latin  nomen 

is  its  right  derivation,  for  Neiuna  named  or  designated  the  note  (see 

Fig.  368). 

The  notation  by  means  of  Neumae  was  not  perhaps  so  defective  as  it  was 

for  a  long  time  believed  to  be ;  and  it  had  this  advantage  over  the  system  of 

notation  by  letters,  that  it  represented  the  degree  of  intonation  by  the  eleva- 
tion or  lowering  of  the  sign,  which  enabled  the  eye  to  see  what  the  voice  had 

to  execute.  Errors,  however,  frequently  occurred,  owing  to  the  negligence  or 

unskilfulness  of  the  cop\dst.  The  Neumse,  like  the  Tironian  tachygraphy, 

had  for  their  basis  the  comma  and  the  full- stop,  which  represented  the  accents 
of  sounds  as  well  as  of  words,  for  the  accent  is  neither  more  nor  less  than  a 

modification  of  the  voice  in  regard  to  tone  and  duration  of  notes.  The 

simple  I^eumaB  were,  unfortunately,  so  compKcated  by  the  various  signs 

employed  that  this  system  of  notation  became  quite  incomprehensible,  and 

John  Cotton,  a  musical  writer  of  the  twelfth  century,  referring  to  the 

obscurity  of  the  Neumae,  said,  ''  If  one  rarely  finds  three  persons  agreed  as 
to  the  same  song,  still  more  rare  is  it  to  find  a  hundred  in  agreement  as  to 

the  value  of  the  Neumae.'' 
The  shape  of  the  Neumae  in  course  of  time  became  more  distinct,  and  this 

was  the  origin  of  the  square  note,  which  took  the  place  of  these  distorted 

and  running  passages.  Guido  or  Guy  d'Arezzo,  in  the  beginning  of  the 
eleventh  century,  was  the  first  inventor  of  the  system  of  placing  the  Neumae 

in  straight  lines,  so  that  each  sign  might  have  its  appointed  place.  It  was 

he,  too,  who  instead  of  a  single  line  of  notation  placed  two,  one  red  and  the 

other  yellow  or  green,  upon  the  top  of  one  another,  the  latter  reserved  for 

the  ut  note,  and  the  former  for  the  fa  note.  He  next  added  two  other 

lines  traced  with  a  dry  point  upon  vellum,  the  first  between  the  two 

coloured  lines,  and  the  second  below  the  yellow  or  green  line.  The  tonality 

was  henceforward  regulated  by  letters,  which  answered  the  purpose  of  keys, 

and  the  regular  Neumae  took  the  place  of  the  ancient  ones,  which  had  become 

so  irregular  as  to  be  unintelligible.  It  was  from  this  time  that  the  treatises 

of  music  and  the  books  of  liturgy  were  compiled  with  the  large  square  notes, 

extending  over  four  or  five  lines,  for  the  number  of  lines  which  went  to  make 

up  the  stave  was  not  yet  definitely  fixed  (see  Fig.  369).  It  was  not,  however, 

for  a  century  after  the  time  of  Guy  d'Arezzo  that  the  system  which  has  been 



MUSIC. 

421 

erroneously  attributed  to  him  made  its  appearance.  This  system  may  be 
represented  by  the  shape  of  tlie  left  liand,  the  articulations  beinjj;  made  to 
characterise  the  notes  of  the  scale  by  means  of  a  very  complicated  mechanism, 
wliich  necessitated  the  absence  of  the  note  .s/  in  this  incomj^jlete  scale. 

The  invention  of  the  six-note  scale  was  attributed  to  Gu}^  d'Arezzo, 
because  he  had  given  as  a  copy  of  the  tonal  order  of  these  six  notes  the  first 

six  verses  of  an  old  liymn  of  St.  Jolin  the  Baptist,  in  which  the  syllables  ut, 

roy  nUffdy  sol,  la,  corresponded  with  this  group  of  notes: — 

Vt  queant  laxis 
i?e8onarc  fibris 

Mxx^  gostorum 
i^amuli  tuorum, 

«S'o/vepolluti 
Zabii  reatum, 

Sancte  Johannes. 

i^Jfn^ 
,|0L::♦:_^7_^^^fV^ 

Ufliipa 

F  f  -f    rt^n:jp^ t 

it 

oxxmts  aii0t  It  t  m  laliiktr TCnt- t 

p    n   t    f^^w   r*  Xi 
utn  omncs  mmt tes  t     itt^of 

Fig.  369.— Specimen  of  Notation  upon  four  lines,  after  a  Lombardo- German  Gradual  of  the  Fourteenth  Century. 

The  choristers,  when  they  sang  this  h}Tnn  at  the  mass  of  St.  John  the 

Baptist,  increased  by  one  degree  the  intonation  of  the  first  syllable  of  each 

verse,  and  these  six  syllables  were  soon  adopted  to  designate  the  notes  of  the 
scale,  \yith  regard  to  the  note  si,  which  was  not  admitted  into  the  scale 

until  the  seventeenth  century,  it  was  replaced  by  lights  and  shades  of  expres- 
sion which  were  not  nearly  so  barbarous  as  the  names  which  were  given 

them.  As  earl}^  as  the  ninth  century  there  were  musicographists  who  wrote 
obscure  and  learned  treatises  upon  the  theory  of  music,  which  was  a  field  for 
the  most  diffuse  dissertation.  One  of  these  general  definitions  of  music  ran, 

according  to  an  old  Latin  MS.  quoted  by  Du  Cange,  as  follows :  ''  Music  is 
the  art  of  modulating  sounds  ;  it  consists  of  song,  and  comprises  three  parts : 
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harmony,  wbicli  distinguishes  the  grave  and  acute  sound;  rhythm,  which  is 

good  or  bad  according  as  the  words  come  out ;  and  metre,  which  measures 

the  time  according  to  the  different  kinds  of  verse."  Isidore  of  Seville,  in 

his  treatise  on  music,  written  in  the  twelfth  century,  says,  ̂ '  Harmonious 
music  is  a  modulation  of  the  voice ;  it  is  also  a  concordance  of  several  sounds 

and  their  simultaneous  union.  Symphony  is  the  consonance  of  grave  and 
acute  notes  either  in  vocal  or  instrumental  music.  The  reverse  of  the 

symphony  is  diaphony,  which  consists  of  discordant  and  dissonant  notes ;  *' 
and  his  definition  of  harmony  does  not  give  a  very  favourable  idea  of  what 

it  was  in  those  early  times. 

Nevertheless,  although  the  regular  diaphonies,  which  were  formed  at  that 

time  by  the  means  of  harmonic  differences  of  pitch,  must  have  produced 

very  hard  and  grating  sounds,  the  sequences  of  fifths,  fourths,  and  octaves 

must  have  had  a  strange  and  not  altogether  displeasing  effect  upon  the  ear. 

Hucbald  described  diaphony  as  the  harmonious  singing  of  dissimilar  notes 

heard  at  the  same  time ;  and  he  gives  several  specimens  of  diaphony  in 

which  the  unison,  the  second,  the  tierce  minor,  the  fourth,  and  the  fifth 

are  used  together,  and  in  which  one  finds  the  three  times — direct,  oblique, 

and  counter — which  constitute  one  of  the  principal  elements  of  modern  music. 

Moreover,  the  diaphony,  also  called  organiim,  because  it  continued  all  at 

once  the  various  accents  of  the  human  organ,  was  only  made  use  of  in 

plain  chant :  it  needed  at  least  two  singers  to  execute  it,  so  that  while  one 

was  singing  the  principal  melody,  the  other  circulated  round  it,  if  such  an 

expression  may  be  used,  the  two  voices  meeting  at  each  pause,  and  joining 

at  the  unison  or  the  octave.  In  addition  to  the  diaphony,  there  existed, 

towards  the  close  of  the  eleventh  century,  another  harmony  named  the 

discanhis,  from  the  Latin  words  dis  (two)  and  cantus  (song),  which  had  a 

great  influence  upon  the  former.  It  was  a  sort  of  harmony  improvised  by 

those  who  were  able  chanters  from  the  book,  and  it  was  consequently  full 

of  skips  from  one  note  to  another,  which  was  very  much  in  opposition  to 

the  general  system  of  Church  music.  This  will  explain  how  it  was  that 

the  discantus,  which  long  survived  diaphony,  was  soon  introduced  into  secular 

music,  when  the  Church  choristers  had  formed  the  bad  habit  of  embellishing 

the  chant  and  the  double  chant  so  extravagantly,  each  one  improvising  his 

own  part  at  the  lectern,  and  trying  to  outdo  his  fellow.  The  abuse  was 

such  that  several  j)opes  published  bulls  to  repress  it  and  maintain  the 

integrity  of  ecclesiastical  chanting.  Pope  John  XXII.,  nevertheless,  in 

1322,  intimated  that  the  choristers  were  occasionally  to  be  allowed,  especially 

at  high  festivals,  to  employ  consonances  and  concords  as  accompaniments  of 

the  Gregorian  chant,  in  order  to  give  it  more  colour  and  brilliancy.  It  was 

'thus  that  simultaneous  sound  music  went  on  from  diaphony  to  discantus  to 
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the  fourteenth  century,  when  counterpoint  was  founded  u|K)n   the  principlen 

of  diatonic  harmony. 

Music  was  still  tau<i;;]it  in  the  schools  after  the  traditions  of  Boethius  and 

Scotus  Erigena,  and  formed  part  of  the  scholastic  course,  ranking  second 

among  the  liberal  arts,  immediately  after  astronomy,  and  before  geometry. 

As  may  be  supposed,  this  mode  of  teaching  did  not  contribute  to  the  pro- 
gress of  the  art.  All  the  learned  men  who  had  written  about  music,  except 

Guy  d'Arezzo,  had  but  a  theoretical  knowledge  of  it.  The  celebrated 
Francis  of  Cologne,  John  Cotton,  Jean  de  Muris,  Aurelian  of  Keome,  Remy 

of  Auxerre,  and  a  host  of  others,  w^ere  more  of  dialecticians  than  musicians, 

and  they  left  some  very  valuable  treatises  upon  the  musical  science  of  their 

day.  It  may  be  noted,  though,  that  Abelard  was  the  composer  of  the 

melodies  of  his  Latin  songs,  which  he  sang  himself  with  great  talent ;  and 

when  Ileloise  became  Abbess  of  Paraclete  she  wrote  to  him,  **  You  had  two 

gifts  more  particularly  which  would  have  at  once  won  you  the  heart  of 

any  woman :  that  of  speech  and  that  of  song.  No  other  philosopher  ever 

possessed  them  to  such  an  extent.  It  is  by  means  of  these  talents  that,  as 

a  relaxation  from  your  philosophical  studies,  you  have  composed  those  love 

songs,  which,  repeated  everywhere  by  reason  of  their  charms  both  of  poetry 
and  music,  have  caused  vour  name  to  be  in  everv  mouth ;  so  much  so  that 

the  softness  of  the  melody  caused  even  unlearned  people  to  remember  you. 

The  result  is  that  women  were  all  sigrhino:  with  love  for  vou  I  '^ 
Common  music,  which  had  certainly  been  the  most  powerful  vehicle  of 

vulgar  speech,  was  in  the  greatest  favour  with  women,  and  the  popular  song 

was  its  first  and  most  vivid  expression.  The  heroic  songs  found  no  listeners 

unless  they  were  toned  down  to  the  expression  of  softer  and  more  tender 

sentiments.  Robert  AVace,  in  the  "Eoman  du  Rou,"  relates  that  the  minstrel 
Taillefer  had  simg  the  songs  of  Charlemagne,  Roland,  and  Olivier  in  the 

presence  of  the  Xorman  army  before  the  battle  of  Hastings  (1066).  But 

the  minstrels,  trouveres,  and  jongleurs  (itinerant  musicians)  had  invented  a 

new  art,  as  it  was  designated  in  the  twelfth  century,  by  the  composition  of 

simple  and  graceful  melodies  as  accompaniments  for  their  songs  about  love, 

gallantry,  and  adventure.  These  song  composers,  known  as  troveors  in  the 

North  and  as  trovadors  in  the  South,  were  not,  as  a  rule,  capable  of  noting 

the  music  which  they  composed,  so  they  had  recourse  to  hannonizerSy  who 

undertook,  for  a  given  sum  agreed  to  beforehand,  to  write  and  organize 

the  music  which  was  sung  or  played  to  them.  The  harmony  was  only 

for  two,  and  consisted  merely  of  a  combination  of  quints  with  time  in 
unison. 

These   harmonizers   were   professional   musicians,    who    were    learned   in 

musical  science,  and  who  were  able  to  put  its  rules  into  application  ;  but  the 
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minstrels  and  trouveres  were  real  composers,  wlio  combined  poetical  talent 

with  musical  genius,  and  who  excelled  in  lighting  upon  poetical  and 

melodious  inspirations.  It  has  been  argued,  with  much  show  of  probability, 

that  the  Crusades  contributed  in  no  small  degree  to  the  development  of 

common  music,  and  that  this  music  had  borrowed  from  that  of  Eastern 

peoples  the  shakes  and  the  florid  embellishments  which  made  the  fortune 

of  the  trouveres.  These  poet-musicians  multiplied  throughout  Europe,  but 

they  were  less  numerous  and  successful  in  Italy  than  in  France.  Kings, 

princes,  and  nobles  took  part  in  this  sort  of  musical  crusade  (Figs.  370 
—372). 

Among  the  court  trouveres  who  were  poets  and  musicians  in  the 

thirteenth  century  were  the  Lord  of  Coucy,  the  King  of  Navarre,  the 

Comte  de  Bethune,  the  Comte  d'Anjou,  the  Comte  de  Soissons,  and  the  Due 
de  Brabant.     Others,  not  less  famous  for  their  poetry  and  music,  were  of 

Figs.  370-372. — Minstrels  and  Kings  as  itinerant  musicians,  playing  various  instruments.     After  MS.  in  National 
Library,  Paris. 

more  plebeian  birth,  such  as  Adam  de  la  Hale,  Perrin  d'Angecourt,  Gautier 

d'Argies,  Audefroy  le  Batard,  Blondeau  de  IN'esle,  Colart  le  Bouteillier, 
Gace  Bruce,  Richard  de  Fournival,  &c.  The  appearance  of  the  troubadours 

in  Provence  and  the  southern  provinces  preceded  the  great  epoch  of  the 

trouveres ;  and  the  former,  who  belonged  to  a  musical  school  which  was  more 

Italian  than  French,  were  as  much  in  favour  as  the  poets  of  the  langue  d/oil. 

Their  music  was  more  languishing  and  lackadaisical  than  the  brighter  and 

crisper  compositions  of  the  trouveres. 

These  various  kinds  of  compositions  were  always  accompanied  by  a  stringed 

instrument,  generally  the  harp,  the  psaltery  (see  Fig.  380),  the  violin,  or  the 

lute.  They  were  known  by  various  names :  the  love -song,  the  servente,  the 

rostruenge,  the  pastoral^  the  parture,  the  lay  and  virelay,  the  ballad,  and 

the  ballad  song.  The  last  named  resembled  the  virelay  with  regard  to 

the  laws  of  literary  composition,  and  the  ballad  from  the  musical  point  of 
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view,  being  thus  characterised  by   Guillaume   Macbault   in   tlic   fourteenth 

century  : — 

"  Puisqiril  vous  plaist,  l(»r8  sans  delay, 
Eiu'Oinmcncorai  co  virclay, 

Qu'on  flame  chanson  balladoc  ; 

EiiGii  doit-elle  cstre  nominee." 

The  i)hiin  ballad  was  generally  written  in  several  parts,  like  the  roundels 

and  the  motets.  The  lay  consisted  of  several  couplets  which  were  sung  to 

different  tunes,  whereas  in  the  songs  properly  so  called  the  same  tune  was 

repeated  in  each  stanza. 

The  great  favour  shown  to  the  first  trouveres  in  the  courts  of  kings  and 

the  houses  of  the  nobility  brought  about  what  may  be  described  as  an 

incursion  of  minstrels,  singers,  jongleurs  (Jocu/atorcs),  and  instrument  players, 

who  travelled  in  troops  through  the  country.  Going  from  town  to  town  and 

chateau  to  chateau,  exercising  their  calling  at  weddings,  feudal  festivals, 

and  village  feasts,  they  were  welcome  everywhere,  treated  to  the  best  the 

house  contained,  and  well  paid,  so  that  the  accusations  of  drunkenness  and 

debauchery  which  have  been  brought  against  them  may  not  have  been 

groundless. 

It  was  for  the  purpose,  no  doubt,  of  disproving  these  charges  that  two 

jugglers,  named  Jacques  Grue  and  Hugues  or  Iluet  of  Lorraine,  founded  a 

church  and  hospital  at  Paris  in  1321.  They  bought  from  the  Abbess  of 

Montmartre  a  piece  of  ground,  upon  which  they  built  in  the  Rue  St.  Martin 

a  chapel  dedicated  to  St.  Julian  and  St.  Genest,  the  patron  saints  of 

comedians  and  minstrels.  The  chapel  and  hospital  were  built  in  the  space 

of  fifteen  years  with  the  money  which  the  founders  had  collected  from  the 

inhabitants  of  Paris,  and  these  founders  placed  themselves  at  the  head  of  an 

association  of  minstrels  and  itinerant  musicians,  male  and  female,  the  statutes 

of  their  confraternity  receiving  the  sanction  of  the  provost  of  Paris.  The 

members  of  this  corporation  enjoyed  the  exclusive  right  of  executing  music 

at  the  festivals  and  weddings  celebrated  in  the  city  ;  and  minstrels  not 

belonging  to  the  association  were  liable  to  fine  and  banishment  from  Paris 

for  a  year  and  a  day  if  they  ventured  to  compete  with  the  confraternity, 

which  was  under  the  authority  of  a  king  of  the  minstrels  and  a  provost  of 

St.  Julian.  The  foreign  minstrels  and  jongleurs  who  came  to  Paris,  and 

who  were  not  authorised  to  follow  their  profession  in  the  city,  were  received 

as  guests  at  the  hospital  of  the  confraternity.  Violent  quarrels  occasionally 

occurred  between  the  associates  and  the  free  minstrels,  but  the  corporation 

insisted  upon  the  observance  of  its  statutes,  which  remained  in  force  as  long 
as  it  existed. 
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To  the  trouveres  attaches  the  honour  of  having  composed  and  brought  out 

the  first  opera  ever  given  in  France.  This  opera,  or  opera  comique,  which 

dates  from  1285,  was  the  work  of  Adam  de  la  Hale,  who  composed  the  words 

and  the  music.  It  was  called  Le  Jeu  de  Rohin  et  Marion,  and  was  partitioned 

into  scenes,  with  an  intermixture  of  songs.  The  plot  is  a  very  simple  one. 

The  shepherdess  Marion  is  in  love  with  the  shepherd  Robin,  and  though  a 

chevalier  appears  on  the  stage  and  attempts  to  win  her  away  from  him,  she 

remains  true  to  him.  It  was  in  this  pastoral  that  Adam  de  la  Hale 

introduced  the  famous  air  of  the  "  Homme  Arme,"  which  was  so  often 
reproduced  and  imitated  by  the  musicians  of  the  Middle  Ages  that  it  is  held, 

rightly  or  wrongly,  by  the  most  learned  musicographers,  to  be  the  war- song 
which  the  Crusaders  sang  in  chorus  when  they  entered  Jerusalem.  Adam 

de  la  Hale,  in  adapting  common  music  to  the  dramatic  art,  did  the  same  as 

the  pious  authors  of  the  liturgical  drama,  which  had  been  utilised  for 

religious  purposes  during  the  two  previous  centuries.  The  original  object 

of  the  liturgical  drama  was  to  draw  away  the  faithful  from  the  corrupt 

amusements  of  the  profane  stage.  This  musical  di^ama  had  been  so  im- 

planted in  the  liturgy  that  it  came  to  be  an  essential  part  of  religious  cere- 

monies, and  at  the  festivals  of  the  Nativity,  of  the  Adoration,  of  the  Passion, 

and  of  the  Resurrection,  deacons  and  choristers  represented,  not  inside  the 

church,  but  under  the  porch  or  in  one  of  the  chapter-rooms,  the  episodes 

in  the  life  of  Christ  almost  as  they  were  related  in  the  Church  service. 

Five  or  six  of  these  liturgical  dramas  have  been  found,  among  others  the 

oldest  of  all — The  Wise  and  the  Foolish  Virgins.  The  archangel  Gabriel 

announces  the  coming  of  Christ ;  the  foolish  virgins  confess  their  sins,  and 

entreat  the  wise  virgins  to  help  them ;  the  latter  refuse,  and  the  merchants 

decKne  to  sell  the  foolish  virgins  the  oil  to  light  their  lamps.  All  the 

Latin  stanzas,  ending  with  a  ritournelle  in  the  vulgar  tongue,  are  sung 

to  a  different  tune  by  each  personage  (see  Fig.  373).  Coussemaker, 

speaking  of  these  liturgical  dramas,  says,  **  We  find  in  them  neither 

passions,  nor  intrigues,  nor  the  scenic  movements  which  occupy  the  prin- 

cipal place  in  profane  drama  ;  on  the  contrary,  the  prevailing  points  are 

the  calm  and  simj^licity  of  the  recital,  the  elcA^ation  and  nobility  of  the 

thoughts  expressed,  and  the  purity  of  the  moral  principles.  The  music 

required  to  interpret  sentiments  such  as  these,  and  to  give  them  a  more 

powerful  expression,  could  not  be  of  the  rhythmical  kind,  which  is  suitable  to 

excite  worldly  passions,  but  one  arranged  according  to  the  rules  of  the  plain 

chant,  having  regard,  of  course,  to  certain  laws  of  rhythm  and  accentu- 

ation." 
Other  musical  dramas  on   devotional  subjects  were  also    played  in  the 

cloisters  as  a  pastime  by  the  monks  and  nuns.     The  pieces  by  Hrosvitha,  a 
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Tiiiii  lit  Giiiulerslieiiii,  in  Sixony,  aiu;  very  «i;oo(i  typ'Js  of  this  (h-iiniu  ;  but  tli(^ 
music,  which  is  mixed  u[)  in  11  (litih)guc  iutorlardod  willi  liraycrs  and  Church 

sono-s,  is  ol'  such  a  cliaractor  that  wc  (tan  only  coujocturo  tliat  it  was  c(jn- 
ducted  and  supimrted  by  the  or^^an.  This  kind  of  drama,  wliich  was  more 

relifi'ious  tliau  liturgical,  dilYcrcd  from  tlic  pnjfanc  music  of  ijic  drama  not 

only  in  rcg-ard  to  the  nature  of  the  subject  and  the  aim  o[  the  representation  : 
in  the  one  case  the  music  was  grave  and  solemn,  like  chanting  ;  in  the  other 

it  flowed  in  light  and  melodious  cadences,  which  harmonized  with  the  sounds 

of  violins  and  harps. 

This  was  the  music  of  the  troubadours  and  trouveres,  who  composed  songs 

for  three  or  four  voices  ;  and  these  pieces,  many  of  which  have  been  rescued 

from  the  oblivion  into   which   they  had  fallen,   are  as   remarkable  for  the 

fiinJi  muftf' tiff"c>rof rare  ̂ rtTprefwcupiruuTo  utcj^uTltif^qLtir  iiof*  l:j::=^ 

F'S-  37J> — Song  of  the  Foolish  Virgins,  taken  from  the  Mystery  of  the  Wise  and  the  Foolish  Virgins,  religious 

drama,  noted  in  Neumae.    (MS.  1 139  in  the  National  Library,  Paris.    Tenth  Centurj-.) 

graceful  forms  of  the  melody  as  for  the  embellishments  of  the  singing 

and  for  their  harmonization.  Belgium  and  German}^  had,  like  France 

and  Italy,  their  schools  of  master-singers,  their  musical  academies  and 
associations.  We  even  know  the  names  of  the  minstrels  and  minnesingers 

who  were  most  in  vogue,  and  whose  compositions  deserved  the  fame  which 

they  enjoyed.  Among  them  are  several  w^ho  became  leaders  of  a  school, 
and  who  have  left  special  treatises  upon  their  art,  such  as  Guillaume 

Dufay,  Egide  Binchois,  De  Busnois,  Firmin  Caron,  Vincent  Faugues,  Eloy, 

and  Brassart,  in  the  fourteenth  century.  The  first  named,  who  became 

chapel-master  to  the  Pope  in  1380,  invented  the  pauses  which  occur  at 
intervals  in  the  partition,  and  in  one  of  his  masses  he  first  tried  the  fugue 

called  canon,  which  was  so  notable  a  featui'e  in  the  music  of  the  sixteenth 
century. 

There  were  a  great  many  poet-musicians  in  France  during  the  fourteenth 

century,  from  Adam  de  la  Hale,  whose  motets  and  songs  were  so  generally 
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admired  that  the  music  of  them  was  transposed  into  the  Church  songs  and 

chants  (see  Fig.  374).  It  was  no  uncommon  thing  at  that  time  to  find  an 

entire  mass  written  after  the  reminiscence  of  some  profane  air,  which  was 

transferred,  song  and  words,  into  a  Sandus  or  Benedicamus.  It  was  in  this  way 

that  Eobert  of  Anjou,  King  of  jN'aples  and  Sicilj^,  one  of  the  best  musicians 
of  his  day,  composed  in  honour  of  St.  Louis,  Bishop  of  Toulouse,  a  mass  which 

was  celebrated  in  the  churches  down  to  the  time  of  the  Council  of  Trent, 

while  the  profane  music  which  had  been  employed  as  the  theme  for  the 

various  parts  of  the  mass  was  still  being  played  by  the  minstrels.     The  poet 

if  ̂ — 1  irizi=?^^^£^f==;^=5^ .-I  — 

Adieu  commant      amou-re-tes,  Car    je         men     vois    Dolans  pour  les     dou-che-tes  Fors 

■qznizq-i 
i    dou  doiis   pa  -  is       d'Artois      Qui     est      si    mus    et    deslrois,  Pour        che   que     li 

-i-": 

bourgois      Ont       es-te      si     four-me-nes   Qu'il    n'i    queurt  drois  ne    lois       Gros    lournois 

^^^g^^  ■  -■  ,-a-ii=X:'zJ=izqr:r^=lF^.-to 

§3:^" 

ont     a-nu  -  les    contes     et    rois,  Jus-tiches    et     prelas   tant    de    fois  Que  mainte 

be-le  compaingne  dont        Ar-ras       mehaingne     Laissent     a-mis     et    maisons   et     harnois, 

Et     fui-ent      cha     deus,    cha      trois,      Sou -spirant    en       terre    es-lrain-gne. 

Fig-  374-— Original  Notation  of  a  Motet  by  Adam  de  la  Hale,  after  the  MS.  (No.  2736)  in  the  National  Library, 
Paris  (Fourteenth  Century). 

Michael  de  Machault  also  composed  a  mass  for  four  voices  at  the  consecra- 

tion of  Charles  Y.  ;  but  though  he  composed  a  quantity  of  music  for  his  love 
songs,  we  do  not  learn  that  he  imitated  any  of  them  in  his  coronation  mass, 
m  which  the  melody  and  harmony  were  entirely  his  work.  Harmony 
continued  to  make  as  much  progress  in  sacred  as  in  secular  music ;  but 
these  two  kinds  of  music  gradually  assimilated  ;  the  plain  chant  became 
disorderly,  owing  to  the  excesses  of  the  descant,  and  gradually  transformed 
itself  into  a  sort  of  musical  enigma,  in  which  the  chapel-master  had  accumu- 

lated the  most  eccentric  combinations  and  the  most  fanciful  conceptions. 
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A  few  composers  of  sacred  music  remained  true,  nevertheless,  to  the 

severest  principles  of  art ;  as,  for  instance,  Kloy,  who  wrote  masses  in  which 

he  observed  the  rules  of  pure  harmony.  But,  for  all  that,  French  and  Italian 

songs  were  always  superior  to  Church  music.  A  manuscript  collection  of 

these  songs,  composed  in  the  first  years  of  the  fifteenth  century,  gives  us  the 

names  of  the  musicians  of  this  period,  among  whom  were  Jacopo  da  Bologna, 

Francesco  degli  Organi,  Don  Donato  da  Cascia,  Maestro  Giovanni  da  Firenze, 

the  Abbot  Yicenzo  da  Imola,  &c.  From  1420  to  1400  the  most  renowned 

French  musicians  were  Domart,  Barbingant,  Praylois,  Le  Rouge,  De  Courbet, 

and  De  Humbert.  Belgium  supplied  several  of  the  sovereigns  of  Europe 

with  chapel-masters,  who  formed  the  principal  musicians  of  the  time,  Jan 

Ockeghem  having  held  that  post  under  Charles  VII. ;  while  another  Belgian, 

Jan  Tinctor,  or  Tinctoris,  who  was  reputed  to  be  the  first  theorist  of  the 

age,  founded  a  school  of  music  at  ̂ N^aples,  and  became  the  chapel-master  of 
King  Ferdinand  of  Aragon  and  of  Isabella  of  Castile.  Rome,  Milan,  and 
other  Italian  cities  also  recruited  from  the  Low  Countries  various  leaders 

of  schools,  who  exaggerated  the  novelties  of  their  art  under  pretence 

of  perfecting  its  scientific  principles.  Ockeghem  more  especially,  who 

had  a  very  great  influence  uj3on  Italian  music,  developed  much  imitative 

harmony,  and  obtained  very  happy  effects  from  the  canon  with  three  or 

four  parts. 

Kings  and  princes  were  always  the  warmest  patrons  of  music,  and  most 

of  them  could  boast  of  being  themselves  musicians.  Rene  of  Anjou,  Count 

of  Provence  and  titular  King  of  Xaples,  was  also,  like  all  the  princes  of  the 

house  of  Anjou,  very  fond  of  music,  and  himself  a  distinguished  composer. 

He  wrote  masses  for  his  chapel,  military  marches  for  his  tournaments,  and 

melodies  for  his  chamber  music,  which  he  sang  with  much  taste,  playing  his 

own  accompaniment  upon  different  instruments.  He  is  represented,  in  the 

first  miniature  of  the  excellent  psalter  which  he  had  prepared  for  his  own 

use,  as  himself  directing  one  of  these  concerts,  in  which  he  took  part  in  the 

vocal  and  instrumental  execution,  which  was  intrusted  to  real  artists  of  both 

sexes.  His  contemporar}',  James  I.  of  Scotland,  was  also  a  skilled  musician, 
for  he  could  play  all  the  instruments  known  in  his  day  (see  Fig.  375). 

Louis  XL  had  no  pretensions  to  the  talent  of  his  father-in-law,  James  I. ; 

and  it  may  even  be  supposed  that  he  cared  little  for  music,  as  he  was  very 

averse  to  his  wife,  Margaret  of  Scotland,  composing  or  listening  to  the 

ballads  and  roundelays  of  which  she  was  so  fond.  But  the  King,  who  pre- 

ferred risky  stories  to  these  love  ballads,  was  very  particidar  that  his  chapel 

music,  on  which  large  sums  were  spent,  should  not  be  inferior  to  that  of  any 

other  court  in  Europe.  Charles  YIII.  brought  back  from  his  expedition  to 

Italy  as  many  musicians  as  he  did  painters  and  architects ;   but  he  cared 





MUSIC.  431 

most  for  military  music,  altliough,  with  its  overwhelming  clatter  of  big  Swiss 

drmns,  it  was  the  least  melodious  of  all. 

Francis  I.  was  too  fond  of  poetry  not  to  like  music  ;  and  his  predecessor, 

Louis  XII.,  had  left  him  a  choir  which  had  no  ecpial  in  the  world,  and  which 

was  under  the  direction  of  Guillaume  Guinand,  formerly  chapel-master  to 
liudovic  Sforza,  the  last  Duke  of  Milan.  This  was  the  choir  which 

Francis  I.  took  with  him  to  ̂ lilan  in  lol5,  and  which  had  the  honour  of 

singing  before  Leo  X.,  when  that  pope  celebrated  mass  at  l>ologna  during  his 

stay  in  that  city  to  meet  the  King  of  France  and  sign  the  concordat.  The 

principal  musicians  of  that  time  were  a  Frenchman  named  Jean  de  Lotin  ; 

two  Belgians,  Guillaume  Gamier  and  Bernard  Ilycart ;  and  Godendach,  a 

German  resident  in  Italy.  The  Germans  deservedly  had  the  reputation  of 

being  the  best  organists  and  instrument  makers  (see  Fig.  376).  Chamber 

music  was  much  in  favour  at  the  Court  of  Francis  I.,  for  there  was  an 

endless  succession  of  balls,  masquerades,  and  receptions  when  the  King  was 

residing  in  one  of  his  royal  chateaux.  But  Francis  I.  did  not  neglect  the 

teaching  of  higher  music ;  for  when  he  founded  the  Royal  College  in  1530, 

the  third  chair  was  one  of  music,  and  the  two  professors  appointed  to  fill  it 

were  Oronce  Fine  and  Jean  Martin,  both  of  them  excellent  mathematicians. 

Rabelais,  in  a  remarkable  passage  of  "Pantagruel"  (Prologue  of  Book 
lY.,  published  in  1552),  arranged  in  two  distinct  groups  the  names  of  fifty- 

eight  French,  Belgian,  and  Italian  musicians,  who  were  held  in  great  esteem 

as   composers   and    performers    at    two    different    epochs   in   the   reign    of 

Francis  L,  first  in  1515,  and  then  in  1551.     Rabelais  was  himself  a  dialec- 

tician and   theorist   in  music,   for  he  was  conversant  T^-ith  all  the   sciences 
taught  in  the  schools  of  the  Paris  University,   and  he  doubtless  recalled 

with  pleasure  having  been  present  at  the  house  of  the  brothers  Du  Bellay, 

who  were  his  fellow- students,  to  hear  a  vocal  and  instrumental  concert  by 

the    following    artists:   Josquin   des   Pres,   Ockeghem,    Hobrecht,   Agricola, 

Brumel,  Camelin,  Yigoris,  De   la   Fage,   Bruyer,   Prioris,   Seguin,   Delarue, 

Midy,  Moulu,  Mouton,  Gascogne,   Loysel,  Compere,   Pevet,  Fevin,  Rouzee, 

Richafford,  Consilion,  Constantio  Festi,  and  Jacquet  Bercan.     Most  of  these 

musicians  were  pupils  of  the  old  Belgian  master,  Jan  Ockeghem,  who  died 

at  Tours  about  1510,  and  of  his  learned  rival,  Josquin  des  Pres,  who  was  the 

true  leader   of    the  French    school.     This  latter   not   only  composed   some 

magnificent  Church  songs,  but  he   was  also  the  author  of  songs  for  several 

voices  which  were  lively,  and  even  comic  to  a  degree  previously  unknown. 

Thirty-five  years  later  Rabelais  paid  a  visit  at  Rome  to  Du  Bellay,  who  had 
become  a  cardinal,  and  there  he  heard  another  concert  not  less  interesting,  by 

thirty-three  musicians  belonging  to  the  Franco-Italian  school,  the  leader  of 

whom  was  Adrian  Yillaert,  a  pupil  of  Josquin  des  Pres,  and  chapel-master  at 
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St.  Mark's,  Venice.     This  great  Belgian  master  of  counterpoint  had  at  his 

Fig.  376. — German  musician  executing  a  piece  of  music  upon  a  portable  organ.     Facsimile  of  an  engraving 
Israel  van  Mecken.    End  of  the  Fifteenth  Century. 

side  the  Frenchman  Claude  Goudimel,  who  was  the  master  of  the  illustrious 
Palestrina. 
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Music  by  that  time  was  familiar  to  every  one  in  Europe,  and  there  was 

scarcely  any  one  hut  could  play  or  sing.  Printing  had  done  mueli  to  pro- 

pagate this   love    of  music    (see  Fig.  '577)  ;  and  in   some  oi'  the  lirst  books 

Fig.  377.— Personification  of  Music,  with  Poets  and  Musicians.     Facsimile  of  a  Wood  Engraving  of  the 

"  Margarita  philosophica  nova"  (Strasburg  edition,  J.  Griininger,  1508,  in  quarto). 

printed  at  Mayence,  Schoeffer  and  Fust  engraved  upon  wooden  plates  the 

notation  of  the  plain  chant  for  their  edition  of  the  Psalter  and  of  the  Missals. 

It  was  the  Roman,  Octavio  Petrucci,  who  discovered  at  Venice,  in  l-OO'i,  the 
F    F 
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secret  of  printing  music  in  movable  type.  This  valuable  discovery  enabled 

him  to  multijjly  the  im]3ressions,  and  the  cost  was  much  reduced  in  conse- 

quence. Music  printing-presses  were  established  throughout  Europe,  and  an 
immense  quantity  of  compilations,  containing  masses,  motets,  songs,  and 
instrumental  compositions,  published  in  separate  parts  so  as  to  facilitate  the 

execution,  were  produced  during  the  next  two  centuries.  Robert  Ballard, 

the  ̂ '  sole  printer  of  Church  music  for  the  King's  chamber,''  obtained  from 
Henri  II.  the  exclusive  privilege  of  printing  music  in  Paris,  and  this 

privilege,  confirmed  by  the  kings,  Charles  IX.  and  Henri  III.,  lasted  till 

the  end  of  the  seventeenth  century. 

The  Kings  of  France  remained  true  to  the  royal  tradition  which,  from 

the  earliest  days  of  the  monarchy,  had  ins^Dired  them  with  a  taste,  and  even 

it  may  be  said  a  passion,  for  music.  Francis  I.  and  Henri  II.  not  only 

wrote  pious  songs  and  love  songs,  but  set  them  to  music  and  sang  them  to 

their  own  accompaniment  of  the  lute  or  guitar.  Charles  IX.  and  his  brothers 

were  even  fonder  of  music  and  poetry  ;  and  Brantome  tells  us  how  King 
Charles  would  rise  from  his  seat  during  mass,  and  like  his  father,  the  late 

King  Henri,  go  over  to  the  choristers'  place  and  join  in  the  chanting. 
Brantome  adds,  *'  The  King  (Henri  III.),  like  his  brother,  also  sang  very 

well,  but  they  difiered  very  much  in  regard  to  their  favourite  tunes."  The 
court  of  the  Yalois  was  filled  with  poets  and  musicians,  but  most  of  the 

latter  hailed  from  Italy  and  Belgium.  One  of  the  poets  of  the  Pleiad, 

Antoine  de  Baif,  who  was  as  much  musician  as  he  was  poet,  founded  at  his 

own  house  in  the  Faubourg  St.  Marcel  an  academy  of  music,  where  all 

foreign  musicians  of  rej)ute  arriving  in  Paris  were  received  and  hosj)itably 

entertained.  This  academy  of  music  gave  every  week  a  grand  instrumental 

and  vocal  concert,  at  which  Charles  IX.  was  almost  always  present. 

Like  the  poet  Baif,  Marguerite  de  Yalois,  Queen  of  JN'avarre,  also  de- 
termined to  have  her  academy  of  music,  and  she  presided  in  person 

at  concerts  given  at  her  house  near  Issy,  these  concerts  being  held  in 

the  gardens  to  the  accompaniment  of  the  bubbling  waters  of  a  fountain, 

which  the  poets  of  the  day  named  Cadalian^  after  that  which  flowed  at  the 

foot  of  Parnassus,  and  which  the  Greeks  had  consecrated  to  the  Muses  (see 

Fig.  378). 

Sacred  and  profane  music  lived,  so  to  speak,  in  a  state  of  ingenuous 

promiscuity ;  and  it  did  not  strike  people  as  incongruous  to  hear  in  a  church 

the  same  tunes  which  they  had  listened  to  a  few  hours  before  at  a  ball  or  a 

festival.  But  the  austere  reformers,  who  were  desirous  of  preserving  religious 

music  in  the  Lutheran  or  Cahinistic  creed,  protested  against  what  they 

regarded  as  scandalous,  and  composed  for  their  own  use  special  melodies, 

which  were  reserved  exclusively  for  the  Psalms  and  Canticles.     ̂ '  Of  every- 



MUSIC. 
435 

thinf^  wliicli  is  calculated  to  give  recreation  and  deliglit  to  man,"  says 

John  Calvin,  in  his  epistle  to  all  Christianfi  and  /overs  of  God's  Word,  which  is 
printed  as  a  preface  to  the  translation  of  the  Psalms  of  David  by  Clement 

Marot,  ''  music  is  the  first,  or  one  of  the  first,  and  -we  must  suppose  that  it  is 
a  gift  bestowed  by  God  for  this  purpose.  .  .  .  Care  sh(jul(l  be  taken  that 

singing  is  neither  light  nor  flighty,  but  that  it  possesses  gravity  and  majesty, 

Fig.  378. — Fountain,  in  marble  and  coloured  lead,  purchased  bj-  M.  Leopold  Double  at  the  demolition  of  the 

Chateau  d'Issy  ;  now  erected  at  his  house  in  the  Rue  Louis-le-Grand,  Paris. 

as  St.  Augustine  says,  so  that  there  may  be  a  decided  difference  between  the 

music  which  is  played  to  enliven  people  when  at  table  and  in  their  houses, 

and  that  of  Psalms  sung  in  church  in  the  presence  of  God  and  of  the 

angels.*'  Charles  IX.  was  so  fond  of  religious  music  that  he  readily  granted, 

in  1563,  to  Antoine  Vincent,  a  bookseller  at  Lyons,  a  monopoly  of  ten  years' 
duration  for  printing  all  the   Psalms  of   the   prophet    David,   "  translated 

F   F   2 
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according  to   the   Hebrew    truth,    and   put  into    French    rhjTne    and    good 
music. 

In  Italy  Palestrina  had  efPected  a  reform  of  Church  music,  in  accordance 

with  the  desires  of  the  Catholic  priesthood,  which  since  the  fifteenth  century 

had  been  fulminating  against  the  impious  and  absurd  medley  of  profane 

songs  and  anthems.  The  Council  of  Trent  was  upon  the  point  of  excluding 

from  the  Church  all  music  which  was  not  plain  chant,  when  Palestrina  com- 

posed his  first  mass,  called  the  ''Mass  of  Pope  Marcel."  Tbis  caused  a  com- 
plete revolution  in  sacred  music,  and  Palestrina  and  his  imitators  nearly 

always  used  as  subjects  of  their  religious  composition  the  ancient  hymns  of 

Fig.  370. — Facsimile  of  a  Copper  Engraving  from  the  Ballet  de  la  Royne,  by  Balthazar  de  Beaujoyeulx. 
(Paris,  Mamert  Patisson,  1582,  quarto.) 

the  Catholic  Church,  to  which  they  gave  a  grave  and  solemn  tone,  in  keeping 

with  the  majesty  of  religious  worship. 

At  the  end  of  the  sixteenth  century  every  country  in  Europe  possessed 

skilful  and  ingenious  musicians,  who  instructed  many  students,  and  whose 

works,  reproduced  by  the  printing-press,  passed  from  hand  to  hand  in  the 
musical  world.  Schools  of  music  became  universal,  and  masters  were 

appointed  to  them  from  all  parts  of  Europe.  The  celebrated  Claude  Gou- 
dimel,  who  opened  the  first  school  of  music  at  Pome,  Protestant  though  he 

was,  came  back  to  Paris,  and  was  one  of  the  victims  of  the  St.  Bartholomew  ; 

the  Belgian  Archadelt  was  leader  of  the  choristers  in  the  pontifical  chapel  ; 
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and  his  compatriot,  OrlaiKl  do  Lassus,  u  native  of  Moiis,  was  chapel- master  to 
Duke  Alhert  at  Munich.  Yet  tliere  was  no  hick  of  native  musicians  in  Italy 

— Animuccia,  Constant  Festa,  and  Zarlino  ;  in  S}>ain,  Vittoria  ;  in  J^iiji^land, 

AVilliam  IJird,  Tallis,  and  Morley  ;  in  Germany,  Senfi,  Walther,  and  Ilassler  ; 

in  l)el<^ium  and  Holland,  l*hilii)pe  de  Mons,  Andre  Pevernage,  and  Jacquet 

de  A\'crt.  All  of  these  were  composers  of  erudition  and  excellent  instru- 
mentalists. Yet  France  did  not  lag  behind,  for  Claude  de  Serniisy,  chapel - 

master  to  Francis  T.,  and  Clement  Jannequin  were  succeeded  by  Du  Cauroy, 

music-master  of  Henri  III.,  and  Claude  Lejeune,  author  of  so  many  charm- 

ing and  original  works.  Music  and  poetry  seemed  to  create  a  pleasing 

diversion  amid  the  incessant  troubles  of  civil  and  religious  warfare ;  the 

people  danced  and  sang  upon  the  eve  or  morrow  of  a  public  disaster  ;  the 

nobility,  upon  their  return  from  the  army,  after  having  left  several  of  their 

number  on  the  battle-field,  also  found  relief  in  concerts ;  the  great  lords  and 

princes,  when  their  council  meetings  were  over,  assisted  at  a  Fa- Burden 

mass  or  took  part  in  a  court  ballet  (see  Fig.  379)  ;  the  Louvre  resounded 

night  and  day  with  the  harmonious  sound  of  voices  and  instruments  of 

nuisic.  It  remained  for  the  League,  in  its  savage  fanaticism  and  amid  its 

sinister  plotting,  to  silence  these  musical  proclivities  at  a  time  when  Italy, 

which  had  entered  upon  a  period  of  peace  and  prosperity,  inaugurated  the 

musical  and  spectacular  drama,  transfonned  the  tonality  by  a  new  arrange- 
ment of  the  scale,  increased  the  instrumental  power,  and  modified  at  once  the 

systems  of  Church,  chamber,  and  theatrical  music. 

Fig.  380.— Psaltery.    Fifteenth  Ccniun-.    (MS.  from  the  "  Miroir  historial "  of  Vincent  de  Beauvais.) 
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M  isical  lastruments  from  tlie  Fourth  to  the  Thirteenth  Cantury.— Wiad  lastrutnents  :  the 
Single  and  Double  Flute,  the  Pan-pipes,  the  Reed-pipe,  the  Hautboy,  the  FlageDlet, 
Trumpets,  Horns,  Olifants,  the  Hydraulic  Organ,  the  Bellows-Organ  — Instruments  of 
Percussion:  the  Bell,  the  Hand-bell,  Cymbals,  the  Timbrel,  the  Triangle,  the  Bombulum, 

Drums.— Stringed  Instruments :  the  Lyre,  the  Cithern,  the  Harp,  the  Psaltery,  the  Jf^cble, 
the  Chorus,  the  Orjanistricm,  the  Lute  and  the  Gaitar,  the  Croat,  the  Rde,  the  Viola,  the 
Oigue,  the  Monochord. 

'MOXGr  the  ancients  the  number  of  musical 
instruments  was  considerable,  but  tbeir 

names  were  even  still  more  numerous, 

because  derived  from  the  shape,  the 

material,  the  nature  and  character  of  the 

instruments,  all  of  which  varied  infinitely, 

according  to  the  whim  of  the  maker  or  the 

musician.  Added  to  this,  every  country 

had  its  national  instruments ;  and  as  each 

in  its  own  language  designated  them  by 

descriptive  names,  the  same  instrument 

appeared  under  ten  different  denominations,  and  a  similar  name  was  applied 

to  ten  instruments.  Nowadays,  having,  as  a  rule,  nothing  but  monumental 

representation  to  guide  us,  an  almost  inextricable  confusion  arises  between 
the  different  kinds  of  instruments. 

The  Eomans  carried  back  to  their  own  country,  as  the  results  of  conquest, 

specimens  of  most  of  the  musical  instruments  they  found  in  use  in  the 

countries  subdued  by  them.  Thus  Greece  suppHed  Rome  with  nearly  all  the 

soft  instruments  of  the  class  of  lyres  and  flutes.  Germany  and  the  northern 

provinces,  being  inhabited  by  warlike  races,  gave  to  their  conquerors  the 

taste  for  loud- sounding  instruments,  such  as  trumpets  and  drums.  Asia, 

and  Judaea  especially,  which  had  multiplied  various  kinds  of  metal-instru- 

m.ents  for  use  in  their  religious  ceremonies,  were  the  means  of  naturalising 

in  Roman  music  deep-toned  instruments  of  the  class  of  bells  and  tom-toms  (a 

kind  of  drum).  Eg3^pt  introduced  into  Italy  the  timbrel  along  with  the 
worship  of   Isis.     Byzantium  had  no   sooner  invented  the  first  pneumatic 
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organs  tliiin  tlie  new  religion  of  Christ  took  possession  of  tliem  for  exclusive 

consecration  to  its  service,  both  in  the  East  and  in  tlie  AVest. 
All  the  musical  instruments  of  the  known  world  had  therefore  taken 

refuge,  as  it  were,  in  the  capital  of  the  Roman  empire  ;  but  their  fate  was 

oidy  to  disappear  and  sink  into  oblivion  after  they  had  played  their  part  in 

the  last  pomps  of  that  falling  empire,  and  in  the  final  festivals  of  the  ancient 

Fig-.  3S1. — Concert;  a  Bas-relief,  taken  from  a  Capital  in  Saint-Georges  de  Boscherville,  Normandy. 
(A  Work  of  the  Eleventh  Century.) 

mythology.  In  a  letter  in  which  he  specially  treats  of  ''  various  kinds  of 

musical  instruments,"  St.  Jerome,  who  lived  from  331  to  420,  speaks  of  those 

which  were  in  use  in  his  time  for  the  requirements  of  religion,  war,  cere- 

monial, and  art.  He  mentions,  in  the  first  place,  the  organ,  and  describes  it 

as  composed  of  fiiteen  brazen  pipes,  two  air-reservoirs  of  elephant's  skin,  and 

twelve  large  sets  of  bellows,  "  to  imitate  the  voice  of  thunder."     He  next 
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specifies,  under  the  generic  name  of  tuba,  several  kinds  of  trumpets  :  that 

which  called  the  people  together,  that  which  directed  the  march  of  troops, 

that  which  proclaimed  the  victory,  that  which  sounded  the  charge  against 

the  enemy,  that  which  announced  the  closing  of  the  gates,  &c.  One  of  these 

trumpets,  the  shape  of  which  is  rather  difficult  to  gather  from  his  description, 

had  three  brazen  bells,  and  roared  through  four  air-conduits.  Another  instru- 

ment, the  bombulum,  which  must  have  made  a  frightful  uproar,  was,  as  far  as 

we  can  conjecture  from  the  text  of  the  pious  writer,  a  kind  of  peal  of  bells 

attached  to  a  hollow  metallic  column  which,  by  the  assistance  of  twelve  pipes, 

reverberated  the  sounds  of  twenty-four  bells  that  were  set  in  motion  by  one 

another.  Next  come  the  cithara  of  the  Hebrews,  in  the  shape  of  a  triangle, 

furnished  with   twenty-four  strings ;    the  sackbut,  of   Chaldsean   origin,  a 

Fig.  382. — Concert  and  Musical  Instruments.     From  a  Miniature  in  a  Manuscript  of  the  Thirteenth  Century. 

trumpet  formed  of  several  movable  tubes  of  wood,  fitting  one  into  the  other ; 

the  psaltery,  a  small  harp  provided  with  ten  strings ;  and  lastly,  the 

tipupanum,  a  hand-drum  to  which  were  fixed  two  metal  flute-tubes. 

A  nomenclature  of  a  similar  kind,  applying  to  the  ninth  century,  exists 

in  a  history  of  Charlemagne,  in  Latin  verse,  by  Aymeric  de  Peyrac.  This 

shows  us  that,  during  the  lapse  of  four  centuries,  the  number  of  instruments 

had  been  nearly  doubled,  and  that  the  musical  influence  of  Charlemagne's 
reign  had  made  itself  felt  in  the  revival  and  improvement  of  several  instru- 

ments which  had  been  formerly  abandoned.  This  curious  metrical  compo- 

sition enumerates  all  the  stringed,  wind,  and  pulsatile  instruments  which 

celebrated  the  praise  of  the  great  emperor,  the  protector  and  restorer  of 

music.  The  number  of  instruments  specified  are  twenty-four  in  number; 

among  them  we  find  nearly  all  those  mentioned  by  St.  Jerome. 
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The  names,  therefore,  of  inusieal  instruments  had  passed  through  seven  or 

eij^ht  centuries  without  undergoinj^  any  kind  <»f  ihanj^e  than  tliat  naturally 

resultin*^  from  variations  in  the  lan<nia<'e.     lUit  the  instruments  themselves, O  no 

(hiriii"-  tliis  lonj;  interval  of  time,  had  been  often  modified  to  such  extent  that 

the  primitive    denomination    not    unfrequently   appeared    to    contradict    the 

Fig.  383. — The  Tree  of  Jesse.  The  ancestors  ot  Jesus  Christ  are  represented  with  Musical  Iriitruiuer.t-s,  and  a^ 
forming  a  Celestial  Concert.  (Facsimile  from  a  Xliniature  in  a  Manuscript  Breviary  of  the  Fifteenth 
Century.     Royal  Library,  Brussels.) 

musical  characteristics  of  the  instrument  to  which  it  still  continued  to  be 

attached.  Thus,  the  c/ioru-s,  which  had  been  a  four-stringed  harp,  and  from 

its  name  seems  to  indicate  a  collection  of  instruments,  had  become  a  wind- 

instrument.     So  also  the  psaltery,  which  was  originally  touched  by  a  plectrum 
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(stick)  or  with  tlie  fingers,  now  only  gave  forth  its  notes  under  the  influence 

of  a  bow ;  an  instrument  that  had  had  twenty  strings  now  only  retained 

eight ;  another,  the  name  of  which  seemed  to  refer  to  a  square  shape,  was 
rounded ;  those  primitively  made  of  wood  were  now  constructed  of  metal. 

There  is  reason  to  believe  that,  generally  speaking,  these  changes  were  made 

not  so  much  with  the  view  of  any  musical  improvement,  properly  so  called, 

as  with  an  idea  of  gratifying  the  fancy  of  the  eye  (Figs.  381  to  383). 

Scarcely  any  fixed  rules  for  the  construction  of  musical  instruments  existed 

before  the  sixteenth  century,  when  learned  musicians  applied  mathematical 

principles  to  the  theory  of  manufacture.  Down  to  1589  musical  instruments 

were  made  in  Paris  by  workmen  who  were  organ-makers,  lute-makers,  or 
even  coppersmiths,  under  the  inspection  and  guarantee  of  the  community  of 

musicians ;  but  at  this  epoch  the  makers  of  musical  instruments  were  united 

in  a  trade  corporation,  and  obtained,  through  the  goodwill  of  Henry  III., 

certain  privileges  and  special  statutes. 

As  musical  instruments  have  always  been  divided  into  three  particular 

classes — stringed,  pulsatile,  and  wind  instruments — we  shall  adopt  this 
natural  division  in  passing  under  review  the  various  kinds  in  use  during  the 

Middle  Ages  and  the  Renaissance.  We  shall  not,  however,  pretend  to  be 

always  able  to  point  out  the  precise  musical  value  of  these  instruments,  for  in 

several  instances  we  have  no  knowledge  of  them,  except  from  representations 

more  or  less  vague. 

The  class  of  wind  instruments  comprised  flutes,  trumpets,  and  organs ; 

each  of  these  was,  however,  subdivided  into  several  very  distinct  kinds.  In 

the  division  of  flutes  alone,  for  instance,  we  find  the  straight  flute,  the  double 

flute,  the  side-mouthed  or  German  flute,  the  Pandean  pipes,  the  chorus,  the 
calamus  J  the  bagpipes  (rnuse  or  mousette),  the  doucine  or  hautboy,  thejlaios  or 

flageolet,  &c. 
The  flute  is  the  most  ancient  of  musical  instruments ;  even  in  the  Middle 

Ages  no  orchestra  was  considered  complete  which  did  not  contain  an  entire 

order  of  flutes,  differing  both  in  shape  and  tone.  In  principle,  the  simple 

flute,  OT  flute  a  hec,  consisted  of  a  straight  pipe  of  hard  and  sounding  w^ood, 
made  in  one  piece,  and  pierced  with  four  or  six  holes.  But  the  number  of 

holes  being  successively  increased  to  eleven,  and  the  pipe  being  enlarged  to  a 

length  of  seven  or  eight  feet,  the  result  was  that  the  fingers  were  unable  to 

act  simultaneously  upon  all  the  openings;  thus,  in  order  to  close  the  two 

farthest  from  the  mouthpiece,  keys  were  attached  to  the  body  of  the  flute 
which  the  instrumentalist  acted  on  with  his  foot. 

The  simple  flute,  of  greater  or  less  length,  is  seen  on  the  figured  monu- 
ments of  every  epoch.  The  double  flute,  which  was  equally  in  use,  had,  as 

its  name  indicates,  two  pipes,  generally  of  unequal  lengths;    the  left-hand 



MUSICAL  INSTRUMENTS. 443 

tube,  whicli  was  tlic  shortest,  and  therefore  called  the /^Wf/i/;?^,  produced  shrill 

sounds,  while  the  7'i(jht-hand,  or  masculine,  gave  the  low  notes.  Whether 

these  two  tubes  were  united  or  were  separate,  this  flute  liad  always  two 

distinct  mouths — althou<^h  they  were  often  very  close  toj^etlier — on  which 
the  musician  played  alternately.  The  double  flute  (Fig.  384)  was  the 

instrument  employed  in  the  eleventh  century  by  the  jongleurs  as  an 

accompaniment. 

The  side-mouthed  flute,  which  was  at  first  very  little  used,  owed  its 

celebrity  in  the  sixteenth  century  to  the  improvements  it  received  from  the 

Germans,  hence  it  acquired  the  name  of  the  German  flute  (Fig.  38G). 

The  syrinx  was  nothing  but  the  ancient  Pan-pipes,  composed  generally 
of  seven  tubes  of  wood  or  metal,  gradually  decreasing  in  length  ;  they  were 

Fiff.  384. — Double  Flute,  Fourteenth  Century. 
(From  Wiliemin's  "  French  Monuments.") 

Fig.  385. — Seven-tubed  Syrinx,  Ninth  or  Tenth 
Century.    (Angers  MS.) 

closed  at  the  bottom,  and  at  the  top  took  the  form  of  a  horizontal  plane, 

which  was  touched  by  the  lip  of  the  musician  as  it  passed  along  (Fig.  385). 

In  the  eleventh  and  twelfth  centuries,  the  syrinx,  which  must  have  produced 

very  shrill  and  discordant  music,  was  generally  made  in  the  shape  of  a  semi- 
circle, and  contained  nine  tubes  in  a  metallic  case  pierced  with  the  same 

number  of  holes. 

The  chorus,  which  in  the  time  of  St.  Jerome  was  composed  of  a  skin  and 

two  tubes,  one  forming  the  mouth,  the  other  the  bell-end,  must  have  pre- 
sented a  very  great  similarity  to  the  modem  bagpipes.  In  the  ninth 

century  its  shape  had  changed  but  little,  except  that  we  sometimes  find 

two  bell-ends,  and  the  membraneous  air-reservoir  is  in  some  examples 
replaced  by  a  kind  of  case  made  of  metal  or  resonant  wood  {hois  sonore). 

subsequently  this  instrument  was  transformed  into  a  simple  dulcimer. 
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The  calamuSy  called  the  chalemelle  or  chalemiOy  which  derived  its  origin 

from  the  calamus  or  reed-pipe  of  the  ancients,  became  in  the  sixteenth  century 

a  treble  to  the  hautboy,  the  bomharde  being  its  counter-bass  and  tenor,  and 
the  bass  being  executed  on  the  cromorne.  There  was,  however,  quite  a 

group  of  hautboys.  The  doucaine  or  douciiie,  a  soft  flute,  the  great  hautboy 

of  Poitou,  played  the  parts  of  tenor  or  of  fifth.  The  length  of  the  hautboy 

having  been  found  inconvenient,  it  was  divided  into  pieces  united  in  a  movable 

cluster  {faiscedu)  known  by  the  name  of  fagot.  This  instrument  was  after- 
wards called  courtaut  in  France,  and  sourdeline  or  zampogna  in  Italy,  where  it 

had  become  a  kind  of  bagpipe,  like  the  muse  or  estive.     The  muse  de  hie  was  a 

Fig.  386. — German  INIusicians  playing  on  the  Flute  and  Goat's  Horn. 
(Drawn  and  Engraved  by  J.  Amman.) 

simple  reed-pipe,  but  the  muse  d^Aussay  (or  d'Atiscois,  district  of  Auch)  was 
certainly  a  hautboy.  With  regard  to  the  bagpipes,  properly  so  called,  they 

generally  bore  the  name  of  chevrette,  chevrie,  or  cJdevre,  on  account  of  the 

skin  of  which  the  bag  was  made.  They  were  also  designated  by  the  names 

of  pijthaule  and  cornemuse,  drone-pipe. 

The  fldios  de  saus,  or  reed-flutes,  were  nothing  but  mere  whistles,  such 

as  village  children  are  still  in  the  habit  of  making  in  the  spring ;  but  there 

were,  says  an  ancient  author,  more  than  twenty  kinds,  "  as  many  loud  as 

soft,"  which  were  coupled  by  pairs  in  an  orchestra.  The  Jistule,  the  souffle, 
the  pipe,  and  the  fretiau  or  galouhet,  were  all  small  flageolets  played  on  by 

the  left  hand  while  the  right  marked  the  time  on  a  tambourine  or  with 
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the  cymbals.  The  paudorium,  which  has  been  chi.ssed  amo7if>  the  flutes 

without  its  shape  and  character  oi  tone  bein^^  li^btly  determined,  must 

have  presented,  at  least  in  its  origin,  some  similarity  of  sound  to  the 

stringed  instrument  cvWa^i  pandore  [pandora). 

Trumpets  formed  a  much  more  numerous  class  than  the  flutes.  In  Latin 

they  were  called  tuha^  /ituas,  huccina^  taurea^  cornii,  chwOy  Halpinx,  &c. ;  in 

French,  trompc,  come,  olifanf,  cornet,  humne,  mmhutv,  &c.  In  most  cases, 

however,  they  derived  their  name  cither  from  their  shape,  the  sound  which 

they  produced,  the  material  whereof  they  were  made,  or  the  use  for  which 

they  were  specially  intended. 

The  shepherd's  horns,  made  of  wood  rinnned  with  brass,  were  a  heavy 

Fig.  387. — Straight  Trumpet  with  Stand. 

(Eleventh  Centur)-.    Cotton  ;MS.  British  Museum.) 

Fig.  388. — Curved  Trumpet. 
(Eleventh  Century.     Cotton  MS.  British  Museum.) 

and  powerful  kind  of  speaking-trumpet,  which  in  the  eighth  century  the 

"Welsh  herdsmen  and  those  of  the  moors  of  Cornwall  alwaj^s  carried  with 
them  (Fig.  389).  The  higher  orders  were  in  the  habit  of  using  horns  of  a 

much  more  portable  character,  which  were  suspended  at  their  girdles.  At 

first  these  instruments  were  generally  nothing  but  buffalo's  or  goat's  horns  ; 
but  when  the  fashion  arose  of  workino^  delicatelv  in  ivory  they  took  the 

name  of  olifanf,  an  appellation  destined  to  become  famous  in  the  old  romances 

of  chivalry,  in  which  the  oUfant  played  a  very  important  part  (Fig.  390). 

To  cite  only  one  example  among  a  thousand,  Roland,  when  overwhelmed  by 

numbers  in  the  valley  of  Ronceveaux,  sounded  the  oUfant  in  order  to  call 

Charlemagne's  army  to  his  aid. 
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In  the  fourteenth  century,  according  to  a  passage  in  a  manuscript  in  the 

Library  of  Eerne,  quoted  by  M.  Jubinal,  there  were  in  bodies  of  troops 

corneurs,  trompeurSy  and  huisineurs,  who  played  under  certain  special  cir- 
cumstances. The  tromjyes  soimded  for  the  movements  of  the  knights,  or 

men-at-arms;  the  comes  for  the  movements  of  the  banners  or  the  foot- 

soldiers;  and  the  buisines,  or  clarions,  when  the  entire  camp  (ost)  was  to 

march.  The  heralds- at- arms,  whose  duty  it  was  to  make  the  announcements 

or  proclamations  in  the  public  ways,  were  in  the  habit  of  using  either  long 

trumpets,  called  a  potence,  on  account  of  the  forked  stick  whereon  they  were 

supported,  or  trumpets  d  tortiUes  (serpentine),  the  name  of  which  sufficiently 

indicates  their  shape.     Added  to  this,  the  sound  of  the  trumpet  or  horn 

Fig-  389. — Shepherd's  Horn.    Eighth  Century. 
(MS.  British  Museum.), 

Fig.  390. — Horn,  or  Olifant,  Fourteenth  Century.) 
(From  Willemin's  *'  French  Monuments.") 

accompanied  or  signalised  the  principal  acts  of  the  citizens  both  in  public 

and  private  life.  During  the  meals  of  great  men,  the  water,  the  wine,  and 

the  bread  were  heralded  by  sound  of  trumpet.  In  towns  this  instrument 

announced  the  opening  and  closing  of  the  gates,  the  opening  and  closing 
of  the  markets,  and  the  time  of  curfew,  till  the  time  when  the  horn  and 

the  copper  triunpet  were  superseded  in  this  function  by  the  bells  in 
church-towers. 

Polybius  and  Ammianus  Marcellinus  tell  us  that  the  ancient  Gauls  and 

Germans  had  a  great  passion  for  large,  hoarse- sounding  trumpets.  At  the 

time  of  Charlemagne,  and  still  more  in  the  days  of  the  Crusades,  the  inter- 
course that  took  place  between  the  men  of  the  West  and  the  African  and 

Asiatic  races  introduced  among  the  former  the  use  of  musical  instruments  of 
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a  harsh  and  piercing  tone.  Then  it  was  that  the  Saraccn-homs,  made  of 

copper,  rephiced  the  wooden  or  horn  trumpets.  At  the  same  period  sackbuts, 

or  sambiites  (Fig.  391),  made  their  appearance  in  Italy :  in  those  of  the 

ninth  century  we  find  the  principle  of  the  modern  trombone  (Fig.  392). 

But  among  all   the  wind  instruments  of   the   Middle  Ages,   the  organ 

^ 

Fig.  ̂ 01. —Sa m 5 i/fe 'or  Sackbut,  of  the  Ninth  Century.    (Boulogne  MS.)1 

was  the  one  most  imposing  in  its  nature,  and  destined  to  the  most  glorious 

career.  The  only  instrument  of  this  kind  known  by  the  ancients  was  the 

water-organ,  in  which  a  key-board  of  twenty-six  keys  corresponded  to  the 
same  number  of  pipes ;  and  the  air,  acted  upon  by  the  pressure  of  water. 

Fig.  392. — German  blowing  a  Military  Trumpet.    Drawn  and  Engraved  by  J.  Amman. 

produced  most  varied  somids.     Nero,  it  is  said,  spent  a  whole  day  examining 

and  admiring  the  mechanism  of  an  instrument  of  this  kind. 

The  water- organ,  although  described  and  commended  by  Yitruvius,  was 
not  much  in  use  in  the  Middle  Ages.  Eginhard  speaks  of  one  constructed, 

in  826,  by  a  Venetian  priest ;  and  the  last  of  which  mention  is  made  existed 



4+8 

MUSICAL  INSTRUMENTS. 

at  Malmesbmy  in  the  twelfth  century.  But  this  latter  might  be  regarded 

more  in  the  light  of  a  steam-organ  ;  for,  like  the  warning  whistles  of  our 

locomotives,  it  was  worked  by  the  effects  of  the  steam  of  boiling  w^ater 
rushing  into  brass  pipes. 

The  water-organ  was,  in  very  early  times,  superseded  by  the  pneumatic 

or  wind-organ  (Fig.  393),  the  description  of  ̂ vhich  given  by  St.  Jerome 

agrees  with  the  rejDresentations  on  the  obelisk  erected  at  Constantinople 

in  the  time  of  Theodosius  the  Great.  We  must,  however,  fix  a  date  as 

late  as  the  eighth  century  for  the  introduction  of  this  instrument  into  the 

West,  or  at  least  into  France.  In  757,  Constantine  Copron^Tnus,  Emperor 

of  the  East,  sent  to  King  Pepin  a  number  of  presents,  among  which  was 

an  organ  that  excited  the  admiration  of  the  court.  Charlemagne,  who 

received  a  similar  present  from  the  same  monarch,  had  several  organs  made 

from  this  model.  These  were  provided,  according  to  the  statement  of  the 

monk  of  Saint-Gall,  with  "brazen  pipes  which  were  acted  on  by  bellows 

made  of  bull's  hide,  and  imitated  the  roaring  of  thunder,  the  accents  of  the 

Fig.  393. — Pneumatic  Organ  of  the  Fourth  Centurj-.    (Sculpture  of  that  date  at  Constantinople.) 

lyre,  and  the  clang  of  cymbals."  These  primitive  organs,  notwithstanding 
the  power  and  richness  of  their  musical  resources,  were  of  dimensions  which 

rendered  theifi.  quite  portable.  It  was,  in  fact,  only  in  consequence  of 

its  almost  exclusive  application  to  the  solemnities  of  Catholic  worship  that 

the  organ  became  developed  on  an  almost  gigantic  scale.  In  951,  there 

existed  in  Winchester  Cathedral  an  organ  which  was  divided  into  two  parts, 

each  provided  with  its  apparatus  of  bellows,  its  key-board,  and  its  organist. 

Twelve  bellows  above,  and  fourteen  below,  were  worked  by  seventy  strong 

men,  and  the  air  was  distributed  by  means  of  forty  valves  into  four  hundred 

pipes,  arranged  in  groups  or  choirs  of  ten,  each  group  corresponding  with 

one  of  the  twenty- four  keys  of  each  key-board  (Fig.  394). 

In  the  ninth  century,  the  German  organ-makers  acquired  great  renown. 

The  monk  Gerbert,  who,  as  we  have  already  remarked,  became  pope  under 

the  name  of  Sylvester  II.,  and  co-operated  so  efficiently  in  the  progress  of 

the  horological  art,  established  in  the  monastery  of  which  he  was  abbot  a 

workshop  for  the  manufacture  of  organs.     We  nnist  add,  that  all  the  musical 
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treatises  written  from  tlie  niiitli  to  the  twilltli  century  entered  into  very 

considerable  details  concerninj^  the  iiriMii^^ninciit  and  working  of  this  instru- 

ment. Nevertheless,  the  admission  ol"  the  or<i;Mi  into  churches  did  not  fail 

to  meet  \\'\\\\  earnest  opponents  among  the  ])ishops  and  priests  of  the  day. 

]Uit  while  some  complained  ol'  tlie  thunder  and  rund)ling  of  the  organs, 
others  a})iK'ale(l  to  the  examples  of  King  J)avid  and  the  prophet  Elisha. 

Finally,  In  the  thirteenth  century,  the  right  of  placing  organs  in  all 

churches  was  no  longer  disputed,  and  the  only  cpiestion  was,  who  could 

build  the  most  ix)werful  and  most  magnificent  instruments.  At  Milan  was 

an  organ  the  pipes  of  which  were  of  silver ;  at  A^enice  some  were  made  of 
pure  gold.  The  number  of  these  pipes  was  varied  and  multiplied  to  an 

infinite  extent,  according  to  the  effects  the  instrument  was  required  to 

produce.     The  mechanism  was,  generally  speaking,  rather  complicated,  and 

Fig.  394. — Great  Organ,  with  Bellows  and  double  Key-board,  of  the  Twelfth  Century.     iMS.  at  Cambridge.) 

the  working  of  the  bellows  very  laborious.  In  large  organs  the  key-board 

was  made  up  of  key-plates  five  or  six  inches  wide,  which  the  organist,  his 

hands  defended  by  thickly  padded  gloves,  had  to  strike  with  his  clenched 

fist  in  order  to  bring  out  the  notes  (Fig.  395). 

The  organ,  which,  as  we  have  seen,  was  at  first  of  a  portable  nature, 

in  some  cases  resumed  its  original  dimensions  (Fig.  396).  It  was  then 

sometimes  called  simply  portatif  (hand-organ),  and  sometimes  regale  or  positif 

(choir-organ).  Raphael  represents  St.  Cecilia  with  a  regale,  or  regal,  in 
her  hands. 

The    class   of   pulsatile   instruments   was   formed  of   bells,   c}Tubals,   and 
drums. 

There  can  be  no  doubt  that  the  ancients  were  acquainted  with  all  kinds 

of  bells,  but  we  must  ascribe  to  the  requirements  of  Christian  worship  the 
G  G 
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first  introduction  of  the  instrument  as  we  now  know  it.  It  was  employed 

from  the  first  in  summoning  the  faithful  to  the  pubKc  services.  In  the 

first  instance  the  bell  was  merely  held  in  the  hand  and  shaken  by  some 

monk  or  ecclesiastic  who  stood  in  front  of  the  church-door,  or  mounted  a 

raised  platform  for  the  purpose.     This  tintinnabulum  (Fig.  397),  or  portable 

Fig.  395. — Organ  with  single  Key-board  of  the  Fourteenth  Century  . 
(Miniature  from  a  Latin  Psalter,  No.  175,  Bibl.  Imp.,  Pari  s. ) 

bell,  subsequently  passed  into  the  hands  of  the  public  criers,  the  societies 

of  ringers,  and  those  who  rang  knells  for  the  dead,  at  a  time  when  most 

of  the  churches  were  provided  with  campaniles  or  bell-towers,  wherein 

were  hung  the  parish  bells,  which  daily  assumed  dimensions  of  increasing 

Fig.  396. — Portable  Organ  of  the  Fifteenth  Century. 

(Miniature  in  Vincent  de  Beauvais'  "Miroir  Historial,"  MS.  in  the  Bibl.  Imp.,  Paris.) 

importance.  These  great  bells,  of  which  the  Saufang  of  Cologne  (sixth 

century)  is  an  example  (Fig.  398),  were  at  first  made  of.  wrought-iron  plates 
laid  one  over  the  other,  and  riveted  together.  But  in  the  eighth  century 

they  began  to  cast  bells  of  copper  and  even  of  silver.     One  of   the  most 
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ancient  still  existing  is  that  in  tlic  Bisdomini  tower  at  Siena  (Fig.  -'iOD). 
It  bears  the  date  of  1159,  and  is  formed  in  the  shai)c  of  a  cask,  being 
rather  more  than  a  yard  liigh  :  the  sound  it  produces  is  very  sharp.  The 
combination  of  several  bells  of  various  sizes  naturally  produced  the  peal 
or  chime;  this  at  first  consisted  of  an  arch  of  wood  or  iron  whereon  were 

suspended  the  bells,  which  the  player  struck  with  a  small  hammer  (Fig.  400). 
The  number  and  classification  of  the  bells  becoming  subsequently  rather 
more  complicated,  the  hand  of  the  chimer  was  superseded  by  a  mechanical 
arrangement.  This  was  the  origin  of  those  peals  of  bells  for  which  there 
was  such  a  demand  in  the  Middle  Ages,  and  of  which  certain  towns  are 
still  so  proud. 

The  designations  of  cymhahim  and  JlagcUiim  were,  in  the  first  instance, 

applied  to  small  hand-chimes  ;  but  there  were  also  regular  cymbals  {cymhala 

Fig.  397. — Ttnti'nttabulnfn  or  Hand- 
Bell  of  the  Ninth  Centurj'. 

(Boulogne  MS.) 

Fig-  jcS. — The  San/ang'oiSt.  Ce- 
cilia's at  Cologne. 

^(Siith  Century.) 

Fig.  399. — Bell  in  a  Tower  of Siena. 

(Twelfth  Century.) 

or  acetabula),  spherical  or  hollowed  plates  of  silver,  brass,  or  copper. 

Some  of  these  were  shaken  at  the  ends  of  the  fingers,  or  fastened  to  the 

knees  or  feet,  so  as  to  be  put  in  motion  by  the  movement  of  the  body. 

These  small  cymbals,  or  crotaks,  were  a  kind  of  rattle  {grelofs)^  causing  the 

dancers  to  make  a  noise  in  their  performance,  as  do  the  Spanish  castanets, 
which  in  the  sixteenth  centurv  were  called  in  France  maronnettes,  and 

were  the  same  as  the  etiquettes,  or  snappers,  used  by  lepers  in  former  days. 

.Small  hawk's-bells  became  so  much  the  fashion  at  a  certain  epoch  that  not 
only  was  the  harness  of  horses  adorned  with  them,  but  they  were  suspended 

to  the  clothes  both  of  men  and  women,  who  at  the  slightest  movement  made 

a  ringing,  tinkling  noise,  sounding  like  so  many  perambulating  chimes. 
G    G  2 
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The  use  of  pulsatile  instruments  producing  a  metallic  sound  increased 

greatly  in  Europe,  especially  after  the  return  from  the  crusades.  But 

even  before  this  date  the  Egyptian  timbrel  was  used  in  religious  and  festival 

music ;  this  instrument  was  composed  of  a  circle  whereon  rings  were  hvmg, 

which  tinlded  as  they  struck  together  when  the  timbrel  was  shaken.  The 

Oriental  triangle  was  also  used  on  these  occasions  ;  this  was  almost  the  same 

then  as  it  is  at  the  present  day. 

The  drum  has  always  been  a  hollow  case  closed  by  a  stretched  skin, 

but  the  shape  and  size  of  this  instrument  have  caused  great  variations  in 

its  name,  and  also  in  the  way  in  which  it  was  used.      In  the  Middle  Ages 

Fig.  400. — Chime  of  Bells  of  the  Ninth  Century*. 
(MS.  de  Saint-Blaise.) 

Fig.  401. —  Tynipani4tn  of  the  Thirteenth  Century. 

(Sculptures  on  the  Musicians'  Hall,  Rheims.) 

it  was  called  tahorcUus,  tahornum,  and  tympanum.  It  generally  made  its 

appearance  in  festal  music,  and  especially  in  processions ;  but  it  was  not 

until  the  fourteenth  century  that  it  began  to  take  a  place  in  military  bands, 

at  least  in  France ;  the  Arabs,  however,  have  used  it  from  the  earliest 

ages.  In  the  thirteenth  century  the  tahurel  was  a  kind  of  tambourine, 

played  on  with  only  a  drum-stick ;  in  the  tahornum  we  may  recognise  the 

military  drum  of  the  present  day ;  and  the  tympanum  w^as  equivalent  to 

our  tambourine.  Sometimes,  as  seen  in  a  sculpture  in  the  Musicians'  Hall 
at  Rheims,  this  instrument  was  attached  to  the  right  shoulder  of  the 

performer,  who  played  upon  it  by  striking  it  with  his  head,  while  at  the 
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same  time  he  blew  througli  two  metal  fiutes  (•oimniiiiicutln^  with  the  inside 

of  tliednmi  (Fi'o-.  -101). 

We  have  now  to  speak  ol'  stringed  instruments,  tlic  whole  of  wliich  may 
he  divided  into  three  principal  classes:  those  ])layed  on  by  the  finj^ers, 

those  tliat  ai'(»  stiuck,  and  tlioso  wliicli  wxv  ruhlxd  {fvottcc^)  witli  a  how 

or  some  otiier  ap[)liance. 

As  a  matter  of  fact,  there  are  some  strin<^ed  instruments  which  may 

be  said  to  belont^^  to  all  three  of  these  classes,  as  all  three  modes  of  ])l:iyin<,^ 

upon  them  has  been  adopted  either  simultaneously  or  in  succession. 

The  most  ancient  are  doubtless  those  that  are  played  on  by  tlie  fiiif^ers, 

first  among-  which,  in  right  of  its  anti(iuity,  w(^  must  name  the  lyre;  from 

this  hav(^  spi'ung  the  cithern,  the  hai'p,  the  psaltery,  the  mihiilon,  cNcc. 
In   the   ]\li(hlle  A^es,  however,  considerable   confusion  arose  from   the   fact 

Fig.  402. — Ancient  Lyre.    (Angers  MS.) Fig.  40J.— Lyre  of  the  North.     (Ninth  Century-.) 

that  these  names  were  even  at  the  time  often  diverted  from  their  original 

acceptation. 

The  lyre,  the  stringed  instrument  jmv  exeeUence  of  the  Greeks  and 

Romans,  preserved  its  primitive  form  as  late  as  the  tenth  century.  The 

strings  wxre  generally  of  twisted  gut,  but  sometimes  also  of  brass  wire, 

and  varied  in  number  from  three  to  eight.  The  sounding-box,  which  was 

always  placed  at  the  lower  part  of  the  instrument,  was  more  often  made 

of  wood  than  of  either  metal  or  tortoiseshell  (Fig.  402). 

The  lyre  was  held  upon  the  knees,  and  the  performer  touched  or  rubbed 

the  strings  -^i^dth  one  hand,  either  with  the  fingers  or  by  means  of  a  pled  nun. 

The  lyre  specified  as  ''  Northern  "  (Fig.  403)  was  certainly  the  origin  of 
the  violin,  to  the  shape  of  which  it  even  then  bore  some  resemblance  ;  it  was 

fastened  at  the  top,  and  had  a  cordier  at  the  end  of  the  sounding-board, 
as  well  as  a  bridge  in  the  centre  of  the  face  of  the  instrument. 
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The  lyre  was  superseded  by  the  psaltery  aud  the  cithern.  The  psaltery, 

which  never  was  furnished  with  fewer  than  ten,  or  more  than  twenty, 

strings,  differed  essentially  from  the  lyre  and  the  cithern  by  the  sounding- 
board  being  j)laced  at  the  top  of  the  instrument.  Psalteries  were  made  of 

a  round,  square,  oblong,  or  buckler-shaj)ed  form  (Fig.  405)  ;  and  sometimes 

the  sounding-box  was  lengthened  so  as  to  rest  upon  the  shoulder  of  the 

musician  (Fig.  404).  The  psaltery  disappeared  in  the  tenth  century  and 

gave  place  to  the  cithern  (cithara),  a  name  which  had  been  at  first  applied  to 

Fig.  404.— Psalter>'  to  produce  a  prolonged  sound.    Ninth  Century. 

(MS.  in  the  Bibl.  Nat.,  Paris.) 

all  kinds  of  stringed  instruments.  The  shape  of  the  cithern,  which  in  the 

days  of  St.  Jerome  resembled  a  Greek  delta  (A),  varied  in  different  countries, 

as  is  proved  by  the  epithets — harharica,  Teutonica,  Anglica — which  we  find  at 

different  times  coupled  with  its  generic  name.  In  other  places,  in  con- 

sequence of  these,  local  transformations,  it  became  the  mhulim,  the  cJiorus, 

and  the  mlterion  or  psalterion  (which  latter  must  not  be  confounded  with  the 

psaltery,  a  primary  derivative  of  the  lyre). 

The  nahulum*   (Fig.   406)  was  made  either  in  the  shape  of  a  triangle 

*  Nahidum—di  name  evidently  derived  from  the  Hebrew  word  nebel,  generally  translated  in 

the  (Scriptures  as  a  psaltery. — [D.] 
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with  truncated  corners,  or  of  a  semicircle  joined  at  tlie  two  extremities ; 

its  sounding-board  occu])icd  tlie  whole  of  the  rounded  part,  and  left  but  a 

very  limited  space  for  the  twelve  strings.  The  chorus  or  choroiiy  the  im- 
perfect representation  of  which  in  the  manuscrij^ts  of  the  ninth  and  tenth 

Fig.  405.— Bucklcr-shapcd  Psaltery  with  many  Strings. 
(Ninth  Century'.    Boulogne  MS.) 

Fig.  406. — Nabulum.    Ninth  Century. MS.  d' Angers.) 

centuries  calls  to  mind  the  appearance  of  a  long  semicircular  window  or 

of  a  Gothic  capital  j^,  generally  had  one  of  its  sides  prolonged,  on  which 

the  perfomier  leaned  so  as  to  hold  the  instrument  in  the  same  way  as  a 

harp  (Fig.  407). 

The  psaltcrion,  which  was  in  use  all  over  Europe  after  the  twelfth  century, 

Fig.  407. — Choron.    Ninth  Century. 
(Boulogne  MS.) 

Fig.  408  — Psaltenon.    Twelfth  Century. 

and  is  thought  to  have  originated  in  the  East,  where  it  was  found  by  the 

Crusaders,  was  at  first  composed  of  a  flat  box  of  sounding  wood,  with  two 

oblique  sides;  it  assumed  the  shape  of  a  triangle  truncated  at  its  top,  with 

twelve  or  sixteen  metallic  strings  either  of  gold  or  silver,  which  was  played 
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upon  by  means  of  a  small  bow  of  wood,  ivory,  or  horn  (Fig.  408)  ;  subse- 
quently the  strings  were  made  more  slender,  the  number  being  increased  to 

as  many  as  twenty-two ;  the  three  angles  of  the  sounding-box  were  cut  off, 
and  holes  were  made,  sometimes  one  only  in  the  middle,  sometimes  one  at 

each  angle,  and  sometimes  as  many  as  five,  symmetrically  arranged.  The 

performer  placed  the  instrument  against  his  chest,  and  held  it  so  as  to  touch 

the  strings  either  with  the  fingers  of  the  two  hands,  or  T\*ith  a  pen  or 
plectrum  (Fig.  409).  This  instrument,  which  in  the  representations  of  poets 

and  painters  never  failed  to  figure-  in  celestial  concerts,  produced  tones  of 
incomparable   softness.      The    old    romances  of  chivalry  exhausted    all   the 

Fig.  409.— Performer  on  the  PsaUerion.     Fourteenth  Centurj-.     (MS.  No.  703  in  the  Bibl.  Nat.  of  Paris.) 

phrases  of  admiration  in  describing  the  pmlterion.  But  the  highest  eulogium 

which  can  be  passed  on  this  instrument  is  that  it  formed  the  starting-point 

of  the  harpsichord,  or  of  the  stringed  instruments  struck  or  played  on  by 
means  of  mechanism. 

It  is,  in  fact,  thought  that  a  kind  of  harpsichord  ̂ dth  four  octaves,  which 

in  the  fourteenth  century  was  called  dulcimer  or  dulcemelos,  and  is  but 

imperfectly  described,  was  nothing  else  than  a  psa/tenon,  with  a  sounding 

apparatus  that  assumed  the  proportions  of  a  large  box,  to  which  also  a  key- 
board had  been  adopted.     This  instrument,  when  it  had  but  three  octaves,  was 
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called  claricoril  or  mcnu'cordion,  and  in  the  sixteentli  century  produced  forty- 
two  to  fifty  tones  or  semi-tones:  one  string  expressed  several  notes,  and  this 

was  effected  by  means  oi'  plates  of  metal  which,  serving  as  a  movable  bridge 
to  each  string,  either  increased  oi*  (linilnislu^d  the  intensity  of  its  vibration. 

The  grand-pianos  of  tin*  present  day  unquestionably  have  their  key-boards 

placed  in  tlie  same  positions  as  they  were  in  the  dulcimer  and  clavicord.  The 

earliest   improvements  in   nu^tallic  stringed   instruments  constructed  witli    a 

l''i^^  410. — Orsntn'sfiiirn.     Ninth  Conturj".     (MS.  de  Saint-Blaise.) 

key-board  are  due  to  the  Italians ;  these  improvements  soon  had  the  effect  of 

throwing  the  psa/fen'on  into  oblivion. 
In  the  ninth  century  a  stringed  instrument  was  in  use  the  mechanism  of 

Avhich,  although  not  very  perfect,  evidently  tended  to  an  imitation  of  the 

key-board  applied  to  organs:  this  was  the  organist  turn  (Fig.  410),  an  enor- 

mous guitar  pierced  w^ith   two   sound  holes,  and  provided  with  three  strings 

Fig.  411. — Triangular  Saxon  Harp  of  the  Ninttl 
Century.     (Bible  of  Charles  le  Chauve.) 

Fig.  412.— Fifteen-stringed  ttafp  of  the  Twelfth 
Century.    (MS.  in  the  Bibl.  Nat.,  Paris.) 

set  in  vibration  by  a  small  winch ;  eight  movable  screws,  nsing  or  falling  at 

will  along  the  finger-board,  formed  so  many  keys  which  served  to  vary  the 

tones.  In  the  first  instance  two  persons  performed  on  the  organistrum — one 

turning  the  winch  while  the  other  touched  the  keys.  When  its  size  was 

decreased  it  became  the  vielle  (hurdy-gurdy)  properly  so  called,  which  could 

be  managed  by  one  musician.  It  was  at  first  called  ruhelle,  rebel,  and 

synipJionie ;  subsequently  this  last  name  was  corrupted  into  chifonie  and 

sifonie,  and  we  may  remark  that  even  now  in  certain  districts  of  Central 
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France  tlic  vldJe  still  bears  the  popular  name  of  chw/orgne.  The  chifonie 

never  found  a  i^lace  in  musical  concerts,  and  fell  almost  immediately  into  the 

hands  of  the  mendicants,  who  solicited  alms  accompanied  by  the  doleful 

and  somewhat  discordant  notes  of  this  instrument,  thence  obtaining  the  name 

of  chifoniens. 
Notwithstanding  all  the  efforts  which  were  made  to  substitute  wheels  and 

key-boards  for  the  action  of  the  fingers  on  the  strings  of  instruments,  still 
those  that  were  played  on  by  the  hand  only,  such  as  harps  and  lutes,  did  not 

fail  to  maintain  the  preference  among  skilful  musicians. 

The  harp  was  certainly  Saxon  in  its  origin,  although  some  have  imagined 

I 

Fig-.  413. — Harpers  of  the  Twelftli  Century,  from 
a  Miniature  in  a  Bible. 

(MS.  in  the  Bibl,  Nat.,  Paris.) 

Fig.  414  — Harp-p]a5-er  of  the  Fifteenth  Century. 
From  an  Enamelled  Dish  found  near  Soissons,  and 

preserved  in  the  Bibl.  Nat.,  Paris. 

they  could  discover  traces  of  it  in  Greek,  Eoman,  and  even  Egj^tian 

antiquities.  This  instrument  was  at  first  nothing  but  a  triangular  cithern 

(Fig.  411),  in  which  the  sounding-board  occupied  the  whole  of  one  side  from 
top  to  bottom,  instead  of  being  limited  to  the  lower  angle,  as  in  the  primitive 

cithara,  or  confined  to  the  upper  part,  as  in  the  psaltery.  The  English  harp 

(citliara  Anglica)  of  the  ninth  century  differed  but  little  from  the  modern 

instrument ;  the  simplicity  and  good  judgment  shown  in  its  shape  bear 

witness  to  the  perfection  it  had  already  attained  (Fig.  412).  The  number  of 

strings  and  the  shape  of  this  instrument  varied  constantly  from  time  to  time. 
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The  sounding-box  was  sometimes  made  square,  sometimes  elongated,  and 
sometimes  round.  Tlie  arms  were  sometimes  straiglit  and  sometimes 

curved ;  the  upper  side  was  often  lengthened  so  as  to  represent  an  animal's 
head  (Fig.  41'J),  and  tlie  lower  angle,  on  which  the  instrument  rested 

on  the  ground,  terminated  in  a  griflin's  claw.  Aecording  to  the  minia- 
tures in  manuscripts,  the  harp  was  of  such  a  size  tliat  the  top  of  it  did  not 

extend  higher  than  the  head  of  the  performer,  who  played  upon  it  in  a 

sitting  posture  (Fig.  414).  There  were,  however,  harps  of  a  lighter 

character,  which  the  musician  bore  suspended  from  his  neck  by  a  strap,  and 

played  upon  while  standing  up.  This  portable  harp  was  the  one  that  may 

par  exccUencc  be  called  noble,  and  was  the  instrument  on  which  the  trouvercs 

accompanied  their  voices  when  reciting  ballads  and  metrical  tales  (Fig.  415). 

Fig.  415. — Minstrel's  Harp,  of  the  Fifteenth  Centurj'.         Fig.  416. — Five-stringed  Lute.    Thirteenth  Centurj'. 
(MS.  in  the  I\Iiroir  Historiale  of  Vincent  de  Beauvais.)  (MS.  in  the  Bibl.  Imp.,  Paris. 

In  the  romances  of  chivalry  harpers  are  constantly  introduced,  and  their 

harps  are  ever  tuned  to  some  lay  of  love  or  war ;  we  find  this  taking  place 

as  well  in  the  north  as  in  the  south.  '^The  harp,''  says  Guillaume  de 
Machaut — 

"  tous  instruments  passe, 

Qiiand  sagement  bien  en  jeue  et  compasse." 

In  the  sixteenth  century,  however,  it  began  to  fall  into  disfavour ;  it  was 

supplanted  by  the  lute  (Fig.  416),  an  instrument  much  used  in  the  thirteenth 

century,  and  by  the  guitar,  which  was  brought  into  fashion  in  France  from 

Spain  and  Italy,  and  formed  the  delight  both  of  the  court  and  private 
circles.  At  that  time  every  great  lord,  imitating  kings  and  princesses, 
wished  to  have  his  lute  or  guitar  player,  and  the  poet  Bonaventure  des 

Periers,  valet  de  cliamhre  of  Marguerite  de  Xavarre,  composed  for  her  *'  La 
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Maniere  de  bien  et  justeraent  entouclier  les  Lues  et  Guiternes."  With 
certain  modifieations,  liowever,  they  gave  rise  to  the  theorbo  and  the  mandolin, 

which  never  attained  more  than  a  transient  or  local  favour. 

Stringed  instruments  that  were  played  on  by  means  of  bows  were  not 

known  before  the  fifth  century,  and  belonged  to  the  northern  races ;  they  did 

not  become  prevalent  in  Europe  generally  until  after  the  Norman  invasion. 

The  most  ancient  of  them  is  the  crout   (Fig.  417),  w^hich  must  have  pro- 

Fig.  417. — Three-stringed  Crout  of  the  f^intii 
Century.     From  a  Miniature. 

Fig.  418. — King  David  playing  on  a  Rote. 
From  a  Painted  Window  of  the  Thirteenth  Century. 

(Chapel  of  the  Virgin,  Cathedral  of  Troyes.) 

duced  the  rote,  so  dear  to  the  minstrels  and  the  troiweres  of  the  thirteenth 

century.  The  crout,  which  is  the  instrument  placed  by  tradition  in  the 

hands  of  the  Armorican,  Breton,  and  Scotch  bards,*  was  composed  of  an 
oblong  sounding-box,  more  or  less  hollowed  out  at  the  two  sides,  with  a 

handle  fixed  in  the  body  of  the  instrument,  in  which  were  made  two  openings 

that  allowed  the  performer  to  hold  it  by  the  left  hand  and  at  the  same  time 

to  touch   the  strings  ;   these,  as  a  matter   of  principle,  were  only  three  in 

*  The  Welsh  or  Scotch  Crwd.—[TK.'] 
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number.  Subsequently  it  liad  f(jur  strings,  and  then  six.  The  niusieian 

played  on  it  witli  a  straight  or  convex  bow,  provided  with  a  single  thread 

either  of  iron  w'wv  or  of  twisted  hair.  Except  in  England,  where  the  crout 
was  national,  it  did  not  last  beyond  the  eleventh  century.  It  was  replaced 

by  the  rote,  which  was  not,  as  its  name  (apparently  derived,  from  rola,  a 

wheel)  would  seem  to  intimate,  a  vicUe  or  xijmphonie.  It  would  be  u.s<_'le8s  to 

seek  for  the  derivation  of  the  name  of  rota^  except  in  the  word  crotta^  the 
Latin  form  of  the  term  crout. 

In   the  earliest   rotes  (Eig.  418),  those  made  in    the  thirteenth  century. 

tig.  419. — German  Musicians  playing  on  the  Violin  and  Bass- Viol. 
DrawTi  and  Engraved  by  J.  Amman. 

there  is  an  evident  intention  of  combining  the  two  modes  of  playing  on  the 

strings — rubbing  with  a  bow  and  touching  with  the  fingers.  The  box,  which 
was  hollowed  out  and  rounded  at  one  end,  was  much  deeper  at  the  lower 

end,  where  the  strings  commenced,  than  higher  up,  near  the  pegs,  where  the 

strino-s  are  modified  bv  the  action  of  the  fino^er,  which  reaches  them  through 

an  aperture  ;  the  bow  acting  on  them  near  the  string-bridge  in  front  of  the 

soundins^-holes.  It  must  have  been  difficult  to  touch  with  the  bow  one  strins: 

alone,  but  it  should  be  remarked  that  the  harmonic  ideal  of  this  instrument 

consisted  in  forming  chords  by  consonances  of  thirds,  fifths,  and  eighths.  The 

rote  was  soon  developed  into  a  new  instrument,  assmning  the  form  that  our 

violoncellos  have  almost  exactly  retained.  The  box  was  increased  in  size, 

the  handle  was  lenothencd  bevond  the  bodv  of  the  instrument,  the  number 
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of  strings  was  reduced  to  three  or  four,  stretched  over  a  bridge,  and  the 

sounding- holes  were  made  in  the  shape  of  a  crescent.  From  this  time  the 

rote  acquired  a  special  character  it  had  not  lost  even  in  the  sixteenth  century, 
when  it  became  the  bass-viol.     This  was  its  true  destination.     The  size  of  the 

Fig.  420.— Oval  Vielle  with  Three  Strings,  of  the 
Thirteenth  Century. 

(Sculpture  on  the  Cathedral  of  Amiens.) 

Fig.  421.— Juggler  playing  on  a  Vielle,  hollowed 
cut  at  the  sides.    Fifteenth  Century, 

("  Heures  du  Roi  Rene,"  MS.  No.  159  in  the 
Arsenal  Library,  Paris. 

instrument  dictated  the  manner  in  which  it  was  held,  either  on  the  knees 

or  on  the  ground  between  the  legs  (Fig.  419). 

The  uelle  or  xiole,  which  had  no  affinity  except  in  shape  with  the  vielle 

Fig.  422. — Player  on  the  Vielle.    Thirteenth  Century 
(Taken  from  an  Enamelled  Dish  at  Soissons.) 

Fig.  423. — Angel  playing  on  a  Three-stringed 
Fiddle.    Thirteenth  Century. 

(Sculpture  in  the  Cathedral  at  Amiens.) 

(hurdy-gurdy)  of  the  present  day,  was  at  first  a  small  rote  held  by  the 
performer  against  his  chin  or  his  breast,  in  much  the  same  way  as  the 

violin  is  now  held  (Fig.  420).  The  box,  which  was  at  first  conical  and 

convex,  became  gradually  oval    in   shape,   and   the   handle  remained  short 
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and  wide.  It  was,  pcrliaps,  this  handle  which  terminated  in  a  kind  of 

ornamental  scroll  in  the  shape  of  a  violet  (viola),  that  originated  the 

name  of  the  instrument.  The  vioky  just  as  the  rote,  was  used  to  accom- 

pany certain  songs;  and  among  the  jonfjicnvs  who  played  upon  it  good 

performers  were  rare  (Figs.  421,  422).  Improvements  in  the  vicllc  came 

for  the  most  part  from  Italy,  w^herc  the  co-operation  of  a  number  oi 

skilful  lute-players  was  the  means  of  gradually  forming  the  violin.  Even, 

before  the  famous  Dnifloprugar,  born  in  the  Italian  Tyrol,  had  hit  upon  the 

model  of  his  admirable  violins,  the  handle  of  the  vielle  had  been  lengthened, 

its  sides  hollowed  out,  and  its  strings  had  received  a  more  extended  field  of 

Fig.  424. — Rebec,  of  the  Sixteenth  Century. 
From  Willemin. 

Fig.  425. — Long  Mono  chord  played  on  with  a  Bow. 
Fifteenth  Centurj-. 

(MS.  of  Froissart,  in  the  Bibl.  Nat.,  Paris.) 

action  by  removing  the  stringer  (cordier)  from  the  centre  of  the  sounding- 
board.  Henceforth  the  play  of  the  board  became  more  free  and  easy,  the 

performer  was  able  to  touch  every  string  singly,  and  was  in  a  position  to 
substitute  effects  more  varied  and  characteristic  for  the  former  monotonous 

consonances. 

England  was  the  birthplace  of  the  crout ;  France  invented  the  rotej  and 

Italy  the  vioJe ;  Germany  originated  the  gigue  (geige),  the  name  of  which  may 

perhaps  be  derived  from  the  similarity  presented  by  the  shape  of  the  instru- 
ment to  the  thigh  of  the  kid.  The  gigue  was  provided  with  three  strings 

(Fig.  423),  and  its  special  distinction  from  the  I'iole  was,  that  instead  of  the 
handle  being  as  it  were  independent  of  the  body  of  the  instrument,  it  was 
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a  kind  of  prolongation  of  the  sounding-board.  The  (jigue^  which  bore  a 
considerable  resemblance  to  the  modern  mandolin,  was  an  instrument  on 

which  the  Germans  were  accustomed  to  work  wonders  in  the  way  of  per- 

formance ;  according,  at  least,  to  the  statement  of  Adenes,  the  trouvere,  who 

speaks  with  admiration  of  the  ̂ ^  gigueours  of  Germany."  The  gigue^  how- 
ever, entirely  disappeared,  at  least  in  France,  in  the  fifteenth  century  ;  but 

its  name  still  remained  in  that  of  the  dance  it  had  so  long  enlivened. 

Among  the  musical  instruments  of  this  class  in  the  Middle  Ages,  we 

have  still  to  mention  the  rebec  (Fig.  424),  which  was  so  often  quoted  by 

the  authors  of  the  day,  and  yet  is  so  little  known,  although  it  figured  in  the 

court  concerts  in  the  time  of  Rabelais,  who  specifies  it  by  the  term  aulique, 

in  contrast  to  the  rustic  comemuse  (bagpipes). 

We  must,  in  conclusion,  speak  of  the  monochord  [monocorcUum)  (Fig.  425), 

which  was  composed  of  a  narrow  oblong  box  ;  on  each  end  of  the  front-board 

were  fixed  two  immovable  bridges  supporting  a  metallic  string  stretched  from 

one  to  the  other,  and  corresponding  to  a  scale  of  notes  traced  out  on  the 

instrument.  A  movable  bridge,  which  was  shifted  up  and  down  between  the 

string  and  the  scale,  produced  whatever  notes  the  performer  wished  to  bring 
out. 

The  instruments  we  haye  narned  do  not,  however,  embrace  all  those  in 

use  in  the  Middle  Ages  and  the  Renaissance.  There  certainly  were  otheis 

which,  in  spite  of  the  most  intelligent  investigations,  and  the  most  judicious 

deductions,  are  now  kaown  tq  us  only  by  Aame, 

Fig.  426.— Triangle  of  the  Ninth  Century.     (MS.  of  Saint-Emmeran.) 
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